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CHAPTER I

HINDEMITH AND HIS MUSIC

Hindemith's Life
The composer and theorist Paul Hindemith was born the
oldest of three children on November 16, 1895 in Hanau, Germany.
Hindemith's father, a music lover himself,

subjected the young

child to a stringent discipline of musical training.
began violin lessons in 1904
teacher in Muhlheim.

(at the age of 9)

Hindemith

with a local

Soon after Hindemith's family moved to

Frankfurt in 1907, he began to work with �nna Hegner, a pupil of
Adolf Rebner who taught at the Hoch Conservatory.
influence,

Through her

Hindemith was introduced to Rebner that same year.

Rebner was so impressed with the child's skills
Hindemith a free place at the Conservatory.

that he awarded

Hindemith remained

there between the years 1908 and 1917, where he studied violin
with Rebner and Arnold Mendelssohn,

and theory and composition

with Bernard Sekles.
Hindemith was an

exceptionally

instruments and composition.
by

June of 1915

he was

gifted

His skill develop d

appointed

o qu

fir t vio in

Frankfurt Opera Orchestra and several
concertmaster.

stud nt

mon h

o

t in
k y
n
b

h

m

In addition, Hindemith was playing s cond viol'n
1

in the leading chamber ensemble in the city--The Rebner Quartet.
His list of compositions by this point was no less impressive:

String Quartet in C Major, Op. 2; Concerto for Violoncello and
Orchestra,

Op.

3;

Piano

Quintet,

Op.

7;

Three

Pieces

for

Violoncello and Piano, Op. 8; and Three Songs for Soprano and
Large Orchestra, Op. 9.1
In 1915, Hindemith's father was killed in Flanders serving
out his military duty in World War I.

Asked to supplement the

family income in addition to what he earned from the Frankfurt
Opera orchestra, Hindemith undertook "extra-musical activities"
playing in dance bands, in cafes,
the dismay of his instructors.2
military him self,

and in movie houses--much to

After spending some time in the

Hindemith returned to the Frankfu rt Opera

orchestra and in 1924 married Gertrude Rottenberg, the daughter
of the conductor.
Altho ugh Hindem ith had begun composing long before and
during his stay at the Conservatory, he did not enjoy popularity
and acceptance in the musical world until he was 27 years old.
After the death of Max Reger in 1916,

the German people were

ready for a composer of the "new music".

The premieres of

Hindemith's string Quartet No. 2 in C Major, op.16 (1920) and the

Kammermusik No. 1

(1922) at the Festival of Contemporary Chamber

Music in Donaueschingen in the summers of 1921 and 1922 s cur d
his position as one of Germany's leading avant-g rd

ompo

In a letter written to his dear friend Emmy lonn f-1

, H n

conveyed his excitement and confidence in his n w-· oun

2

u

[At Donaueschingen] I succeeded...in scoring over
all the other composers, and since my affairs have
been blooming beyond all expectations. All over
the place my
things are
being
performed...
Publishers are falling over one another to get me,
use
making
of
the
favorable
am
and I
the
out
one who will pay me
constellation to pick
the most, and then I shall get
out of the
(Frankfurt Opera] orchestra and spend my fu¼l time
composing and playing in the (Amar] quartet.
In 1927, Hindemith accepted a post as teacher of composition
at the Hochschule fur Musik in Berlin.

By 1930, he was at the

height of his profession in Germany; but his success was to be
short-lived.

In the early 1920's, small factions of the musical

press began to publish articles that were highly critical of
Hindemith. They accused him of
German

traditions,

associating

• .. "lacking proper respect for
and

working

with

Communist

musicians and artists, writing music simply for profit..."5
The rise of the Nazi regime during World War I marked the
decline of Hindemith's success in GermaI)y.

The Nazis did not

immediat ely set out to discredit Hindemith;

in fact,

his

symphony Mathis der Maler was well-received in most Nazi circles.
But

reports that Hindemith had made

critical remarks

Hitler while on a visit to Switzerland led
a

campai gn of har assment

Hindemith and on his music.
as follows:

(1)

and

vicious

the Nazis to launch
personal

attacks

His wife was of Jewish origin;

Hinde mith made recor dings with Jews such
Ferrermann, and violinist Simon Goldb rg; (4)
particularly the operas Sancta

Nuschi, were objectionable
3

on

Their "case" against Hindemith was
(2)

The Amar

Quartet (which Hindemith founded in 1921) employed two J w

wor�s,

about

Th

Su ann

to Nazi philosophy.6

,

(3)

li

nu

ub

h

nd

D

Nu "Cll-

Furth rmore,

music of an "experimental" nature and dissonant "modern" music
such as Hindemith's was considered by the Nazis the product of
"distorted Jewish minds.

117

In January of 1935, Hindemith was granted a six month "leave
of

absence"

from

the

Hochschule

bombardment of Nazi criticism.

to

escape

the

incessant

When he returned, he continued

writing music and began work on his book, The Craft of Musical
Composition.

In addition, he was allowed to undertake concert

tours to England, Holland and the United States, and he worked
out an agre ement with Turkey to help the count ry build an
organized system of music education.
Although the Nazis placed an official ban on his music in
October 1936, Hindemith still hesitated to leave the country; he
felt that it would "sap his creative energies" to do so. 8 When
Hindemith finally realized that there was no

future for him or

for his music in Germany, he emigrated to Switzerland in 1938.
While there, he made two additional concert tours to the United
states in 1938 and 1939.

In response to the many requests to

relocate in the United States after the enormous success of these
tours, Hindemith came to New York in February of 1940.
In the next several months, Hindemith held several jobs as
teacher/lect urer

at

the

university, Wells Colle ge,

University

That fall,

Buffalo,

Cornell

Yale University, and at the B rk hir

Music center at Tanglewood.
appointed

of

In the spring o

visiting Professor of Th ory

nd Compo

Hinde mith accepted Yale Univ r

y'

permanent position, and remained there until 19 3.
4

1 40,
ti n

h

w
y

While at Yale,
composition.

he allowed only twelve masters degrees in

Conflicts caused by Hindemith and his rigorous
Nevertheless, Hindemith attracted

teaching style were numerous.

some of the best talents in the country and became a powerful
influence in American musical life.

Hindemith was also an

authority on the performance practices of Medieval/Renaissance
music as well as the major treatises from this time period.
While at the University, this fascination led to the creation of
the Collegium

Musi cum,

a

revolutionary

performance

group

specializing in this "old" music (see Appendix II, p. 110-112).
Paul Hindemith became an American citizen on January 11,
1946.

In his years in this country, Hindemith enjoyed immense

popularity and won the esteem and admiration of
musicians and students.

many leading

In fact, during this period Hindemith

received more commissions than any other composer living in the
united states and his music was performed more th�n that of any
other contem por ary compos er.

9

.

d

.

Hin emith

also received many

public honor s from prestigi ous organization s:
Memorial Prize ,

the Howland

Yale University's highest award,

in 1940;

honorary Doctor of Music degrees from the Philadelphia Academy of
Music and Columbia University in 1945 and 1948, respectively; the
appointment as the Charles Eliot Norton Lecturer at Harvard
university in 1949-50; and finally,

the New York Music critics

circle award for his Septet tor Wind Instruments (1948) in 1
A year after

becoming an

Americ n

cit z n,

II n

returned to Europe during the 1948-49 t rm, pr
and ,conducting in Germany, Austria, Switz rland,
and Holla nd.

Although he receive d several of
5

2.
m

h

u
ly, Eng

nd,

rs to r sum

teaching in his homeland, Hindemith refused them all.

In

he accepted a teaching position at the University of

1 951,

Zurich,

creating waves of shock and disbelief in American music circles.
Until 1953, Hindemith divided his time between Zurich and Yale,
teaching at the two universities in alternate years. In June of
that year, Hindemith resigned from Yale and moved to Switzerland
permanently.

In 1954,

he resigned from the University of Zurich

and never accepted another teaching position again.
associations and correspondence with Hindemith,

From his

Luther Noss

believes that the reason he gave up teaching was to devote more
time to conducting, given his enormous success on recent tours.
Hindemith felt that in his twenty-five years of teaching, he had
1110 .
"done his duty

Before his death in

1963,

Hindemith did, in

fact I undertake several international tours.
Hindemith's Music
Hindemith's compositional output was enormous and extremely
varied; he actually set out to write for every musical instrument
in existence.

His main compositions include three full length

operas--Cardillac (1926, revised 1952), Mathis der Maler (1938),
Die Harmonie der Welt (1957); several small operas which include
Marder (1919), Sancta Susanna (1921) and Neus vom Tage (1928-9);
the ballets including Noblissima Visione

Temperaments

(1940 );

(1938)

and

The Four

large orchestral works including cone rto

tor orchestra (1925), Mathis der Mal r (1934),
(1940), symphonic Metamorphosis on Th m s o
(1943), and Die Harmonie der Welt
( ac�ompanied and a cappella)

6

c r

(19 1); num

as well

ymphony ·n E- l t
M
ou

s two

v n
h r
ong

w

b -

WO k

cy

concertos for piano,

cello,

violin,

numero us chamber works;

quartets;

and

horn;

six

string

various compositions for

amateurs such as Lehrstuck; Ludas Tonalis (a set of 12 preludes
and fugues for piano); and finally, Hindemith wrote sonatas for
just about every orchestral

instrument.

These

compositions,

because they fill a desperate need for suitable literature for
the less

II

standard" instruments of the orchestra,

have

become

well-liked and are performed with great frequency.
In addition to his vast musical output,
numerous text books on basic musicianship

Hindemith wrote

(Elementary Training

For Young Musicians) and musical "morality" (A Composer's World:

Horizons

and

Li mi tati ons).

Hindemith

also

wrote

a

book

describing his elaborate theory of tonal relationships (The craft

of Musical Composition).
Al though
existence ,
compositions.

he

wrote

Hind emith's

for

every

distinct

genre
style

According to Peter Hansen,

and

instrument

permeates

all

in
his

Hindemith's general

style characteristics can be summarized in eight statements:
( 1)

Hindemith includes many "foreign" tones over a firm tonal
basis in his melody.

(2)

The interval of a fourth can be found repeatedly in all
his compositions.

(3)

Hindemith is partial to marches and dance rhythms.

(4)

Dissonance is used freely, but always returns to simple
In Hindemith's philosophy,
11 tonal" harmonies at cadences.
used
only
for
"special
is
ance
effects."
disson

(5)

Hindemith more often than not writ s in
style. The counterpoint is often di on n bu
consonant at major cadences.

( 6)

Hindemith is partial to small ch mb r or
rather than the traditional sized orch st

7

d h c

n

mb

(7)

Triple meters such as 6/8 and 9/8 are used frequently.

(8)

Hindemith often uses Baroque textures and forms such as
canons, fugues and variations.11

Hindemith and the Organ
Though Hindemith wrote about

nearly

every

instrument

in

existence, there is little to be found in his writings regarding
the organ.

According to Luther Noss there are several reasons

for this:

(1)

He was not familiar with the

Hindemith was not

"religious"

instrument;

( 2)

and therefore would not have had

the opportunity to become acquainted with the organs in churches;
(3)

Based on his historical research of J.S. Bach,

formed an opinion that organs were "small,
weak. 1112

In addition,

Hindemith's,

Robert Noehren,

stated that

Hindemith

high pitched and

a favored

"a 1though Hindemith

had

student of
a

wonderful

feeling for instruments, which certainly included the organ,
feel he knew nothing about the instrument.

I

Moreover, he did not

have a strong liking for the organ. 1113
In spite of Hindemith's "dislike" for the organ,
realize the capabilities of the organ tone itself.
The Craft of Musical

Composition,

he did

In his book

he refers to the harmonium

(which is comparable to the organ) and its ability to "...play in
a manner which presents harmonies as continuous sound without
accentuation. 1114

Furthermore,

upon

examining

Hindemith's

definition of crescendo, one cannot help but think that h

mu t

have appreciated the organ's sustaining cap biliti

Hind mith

states:

n r

"Dynamic increase has to be

ccompli h d by

the number of tones, not the volume of the

8

ingl

ton

11

n
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CHAPTER II
GENERAL STYLE CHARACTERISTICS OF THE ORGAN SONATAS

Form
Hindemith's use of form reflects distinct Baroque and
Classical influences through the use of the fantasy,
chorale prelude and the sonata.

His treatment of these forms,

however, is contemporary and uniquely "Hindemith."
Emily Cooper Gibson,

fugue,

According to

"Recapitulations are often shortened and

transformed to give a new dynamic character [Sonata I, movement
1, measures 288-328].

Development sections may include and even

stress new material frequently

borrowed from

bridge

[Sonata I, movement 1, measures 270-287, 202-215].
are rapid
periods

and modulations are more frequent than

[ In Sonata II,

passages

Transitions
in

earlier

the transition and modulation is very

sudden between the episode and Rondo theme;

measures 70-72 J".1

Other practices such as the lack of key signatures,

an extreme

use of accidentals, and untraditional harmonic progressions give
additional contemporary flavor to Hindemith's formal style.
Texture
Perhaps

the

most

vital

aspect

o

t xtu

Hindemith's output for the organ is count rpo · nt.
much of his counterpoint can be defined
10

n

01.

G n

y,

as disson nt--th

intervals of seconds and sevenths, and augmented and diminished
intervals are found with great frequency.2
Unlike many of his contemporaries, Hindemith's contrapuntal
style is carefully crafted.

There are rarely more than three

independent lines and they are clearly organized into a logical
arrangement of layers (Refer to Appendix I, p.

106). Additional

voices function as harmonic support (Example 1)

or as an aid in

dynamic

increase

Example 1:

( Example 2) .

Sonata I, mov. 1, meas. 40-43

!

2

Example 2:

Sonata III, mov. 1, meas. 16-17

---- �
Hindemith himself stressed the importance

of

cl r ty

puntal writing in his book The Craft of Music 1 Comp
If

writing

in

several
11

voices is

to sound cl

n

on

t

11:

r

nd

intelligible, the contours of its two-voiced framework
must be cleanly designed and cogently organized .•. The
two voices must not get in each other's way, as can
easily happen if each is made to bear too much melodic
weight; rather must they be contrasted and balanced one
agains; the other, in their shape and in their time
values
One of the best examples of Hindemith's contrapuntal writing
is the fugue found in the third movement of Sonata II.
fugue does not conform to

This

the traditional definition of the form

itself, but it does illustrate Hindemith's concept of polyphonic
writing particularly well.

Although this movement is the most

extensive use of fugal procedure in the Sonatas,
numerous examples of imitative entries.

there are

The passages in Example

3 are excellent illustrations.
Example 3:

Sonata I, mov. 1, meas. 92-100

Example 3: Sonata II, mov. 2, meas. 32-35

-o - fi-_:_:-.rJ.

12

Other techniques associated with contrapuntal textures such
as pedal points, canon, and ostinatos are found frequently in the
Sonatas.

Pedal points, a typical Hindemith "stamp",

regularly. Extensive

are used

of this procedure are found in

examples

Sonata I, measures 329-372 and in Sonata II, movement 2, measures
39-53.

Hindemith also characteristically uses interior pedal

points "...where it has the effect of thickening the texture
without

increasing

the

contrapuntal

complexity 11 • 4

Hindemith's emphasis on textural clarity,

Given

this comes as no

surprise (refer to Example 3).
Lengthy canons and ostinatos are rarely employed.

There

examples of each which merit attention.

are, however,

Canons

are found in the first movement of Sonata III, measures 24-28 and
44-49 (Example 4).
Example 4: Sonata III, mov. 1, meas. 44-48
I')

��

r-=-,,
-

�-

r

:..

I

'

A

:�: (?\)".:v-_,

�

-

-

-

=#:,:-

:�r.

-

-

I

--...i

,.� �#-.iJ

I

�,i:_--0

-

====i-

-

,

- #--0I

11

-

-'

''"
'I

"
w ·-I

Ostinatos are found in movement 4 of Sonata I, m
52-59

(refer to Example 29);

27-

u

a rhythmic o t n to

movement 2 in the pedal of the same Son t

13

ur

(Ex mp

).

n
n

Example 5:

Sonata I, mov. 2, meas. 1

Sch r lungs a Ill

(: ,-1 "'' ,,ol

Two final aspects of Hindemith's texture are the frequent
use of parallel voices and octave doubling.

Examples of the

first technique are present in all three Sonatas:

Sonata I,

movement 4, measures 72-95; Sonata II, movement 1, measures 130153 (Example 6); and Sonata III, movement 3, measures 16-17.
Example 6: Sonata II, mov.1, meas. 130-133

Octave doubling is perhaps the most frequ ntly u
Hindemith's

style

characteristic

nd

regularity in all the Sonatas, most not bly

n
n

b
on

un

w

h

, m v m n

1, measures 134-143, Sonata II, movem nt 1, m

8-7 ,

finally Sonata III, movement 3, measures 18-20 (Ex mpl

7).

14

1

d o

n

Example 7: Sonata III, mov. 3, meas. 19�20

Harmony
The most frequently used sonority in the Sonatas is chords
built on "stacked" fourths and fifths (Example 8).

Hindemith's

harmonic vocabulary also includes a liberal use of both major and
minor triads, although extended usage of tertian harmonies is not
found.

Because of the frequency of two-voiced passages--octave

doubling or

two

independent

lines--examples

of

incomplete

sonorities are numerous; chords are generally reduced to thirds
or open fifths.

Chords such as major and minor sevenths,

augmented and diminished triads,

and tone clusters are not

characteristic of the organ Sonatas.5
Example 8: Sonata III, mov. 3, meas. 61-62

15

That traditional harmonic progressions are used sparingly
becomes evident in listening to the Sonatas.

Instead, Hindemith

devised a new system of harmonic structures and progressions, a
universal theory that included techniques of the 20th century as
well as traditional harmonic concepts.
In his book The Craft

of Musical

Composition,

Hindemith

outlines the requirements for a new system of chordal analysis:
(1)

construction in thirds must no longer be the basic rule
for the erection of chords.

(2) we . must substitute a more all-embracing principle for
that of the invertability of chords.
(3) we must abandon the thesis that6 chords are susceptible
of a variety of interpretations
Initially,

Hindemith went back to the overtone series to

arrive at a series of tones

(Series I),

establishing their

relationship with one another from the fundamenta l

c.

The

further a note is to the right of C the more distant its
relationship (Example 9).
Example 9: Series I

Next,

-

h•

Hindemith arrived at a series of

intervals

(Series II)

arranged from the simplest to the most complex (Ex mpl
Example 10:

Series II

16

10).

Hindemith finally divided all chords into two groups based
on the extremities of Series II.

Group A contains all chords

without tritones; Group B contains all chords with tritones.
chords

are then

subdivided according to whether or not they

contain seconds or sevenths.

A further subdivision is made based

on the position of the chord's roots.
this procedure,

The

(For a complete outline of

refer to Hindemith's table of chord-groups in

Example 11).
That Hindemith believed in his theories is evident.

He

stated:
This system of appraising chords and intervals results
in a classification of all chords.
There is no
combination which does not fit into some division of
our system. Chords which a theorist would analyze only
in his worst nightmares, and which any self-respecting
counterpo�nt book would not tolerate, can now be easily
explained
There are inconsistencies in Hindemith's theory which have
been observed by several reputable theorists.

There is even some

question as to how much Hindemith himself followed these rules.
A detailed description of these arguments can be found in
Landau's article "Paul Hindemith,
Practice"

William

and

Contribution

to

Music

A Case

Thomson's
Theory."

Victor

Study In Theory And

article,

"Hindemith's

Nevertheless,

certain

characteristics become apparent in Hindemith's composit'ons which
are direct outgrowths

of his concepts, particul rly in hi

id

about the movement of chords--harmonic fluctu tion.
In his unpublished dissertation, Todd Tuck

h

that, "Harmonic fluctuation is a main compon nt in th
masterplan formulated in Hindemith's music... 118
17

n

u

h rmonic

Example 11:

Hindemith's Table of Chord-Groups

Tab1e of Chord-Groups
A

I

Chords without Tritonc

Il

Chords containin" Tritonc

II Without m'r
1 1or sccon J s or ma 1or
;cvcn1hs
•

\i'i1ho111 �r.conch or scvcn1h�

Th,: lri1onr. 111bordin.,1c
11 • Wilh minor :1evcn1h only ( no m;i.jor second)
Root and bu.1 lone uc iJc:ntical
..

(\

l. Rool ind bu,t lont uc: idtntic.11
h ContaininK major s«onds or minor sc,·c\"lths or both .
] • Root and bus

2.

2.

Root lin &bovc 1hc ban Ion�

lone:

art hicn lic.al

Roal liu •bovc &he b1u lone

6:.#W

�ffe§�.?=tffe?Z
3. C11n11inin, mart 1h,n one uhonc

..,

ij#¾13"+•!l\F-=

JlI Conlaining seconds

IY Containing

or sevenths or both

�inor seconds or major sevenths or both

Onr. or more tritone� rnbordinate

l. Rool ind b•n lone an idcnlical

1, Rool and bu, lone u, idcnllc•I
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lndctcrminnlr.. Trilone prr:1lomina1lng

Hindemith uses the term harmonic fluctuation to e xplain the
lessening or increasing of tension from chord to chord in a
phrase.

Hindemith states:

"The harmonic fluctuation exhibits

the most unambiguous progression from less satisfactory to more
satisfactory chords, from tension to relaxation. 119 Each chord has
tension/relaxation properties as prescribed by Hindemith's chart
By changing from chord group to chord group,

of chord groups.

harmonic progressions result.
procedure is used throughout the

The tension/relaxation
organ

At

Sonatas.

the micro level,

from

chords

Group

A,

subgroup I (triads, complete or incomplete) are used at important
positions such as the beginning and ends of phrases; chords from
subgroup II and Group B are used to create tension and make the
resolution

to

triads

carry

more

of

an

impact. lO

Thus,

a

relaxation/tension/relaxation scheme within the phrase is created
(Example 12; refer also to Appendix I, p. 106).
Example 12: Sonata III, mov. 1, meas. 40-44
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At the macro level, the greatest

mount o

in sections of works which are tradition lly
the

most

unstable

harmonically
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transitions),

while sections which are recognized as being more

harmonically stable

(expositions and codas) contain the least

dissonance. 11 Thus,

a broad

relaxation/tension/relaxation

scheme is created.
Perhaps the best harmonic progressions to observe are
cadences as they are excellent indicators of phrase lengths,
sectional boundaries and tonality.

The tension/relaxation scheme

can be applied to cadences as they " ...are generally approached
by

a gradual relaxation of tension or by an increased amount of

tension just to the penultimate chord. 1112
There are three different cadential formulas found in the
organ Sonatas:
( 1) Cadences
approached by conjunct bass movement by
The soprano voice
ascending/descending major and minor seconds.
generally moves in contrary motion with the bass (Example 13).
Example 13: Sonata II, mov. 2, meas. 4-5
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(2) Cadences approached by disjunct ba
the soprano voice generally moves in contr
bass.
This category includes several d'
in the bass line:
(a)

ascending/descending
(Example 14)
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m jor

n

m n

h

Example 14: Sonata II, mov. 2, meas. 19-20

(b)

cadences in which the tonic moves in a dominant/
tonic relationship. This type is rarely found
the
Sonatas and the "V/I" progression
in
generally
does not coincide with the tonal
center (Example 15).

Example 15: Sonata II, mov. 3, meas. 20-21

( c)

bass movement from
the subdominant to the
subrnediant to tonic, or subdominant directly
to tonic--plagal cadences (Example 16).

Example 16: Sonata I, mov. 1, meas. 64-67
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(3) Cadences prepared by a pedal point. This technique,
used frequently in Sonata I, incorporates the pedal
point into the final cadential sonority (Example 17).
Example 17: Sonata I, mov. 1, meas. 157-16 4
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Tonality
Because of his uninhibited use of all twelve chromatic
pitches in the octave,

Hindemith's music does not conform to

traditional concepts of tonality.

All familiar scales and key

relationships are absent.13 His music is not atonal, _however, and
generally

has

a

strong

tonal

center.

Hindemith

in

fact

recognized the importance of tonality in music:
We cannot escape the relationship of tones.
Whenever
two
tones
sound,
either
simultaneously
or
successively, they create a certain
interval-value;
whenever chords or intervals are connected, they enter
into a more or less close relationship. And whenever
the relationships of tones are played off one against
another, tonal coherence appears. It is thus quite
impossible to devise groups of tones without tonal
coherence. Tonality is a natural force, like gravity
...We may assert that there are but two kind
music: good music, in which the tonal
t'on
handled intelligently and skillfully,
b d muo
which disregards them and con equontly
h m
aimless fashion 14
�n his works of the 30's and
"tonal scheme 11, that is,

40's,

Hindemith g n r lly u

d

a "hierarchic network" of tonality
22

I

across a multi-movement composition.

In other words, the first

and last movements end in the same tonalities while the interior
movements generally emphasize the leading tone,

mediant,

or

dominant level relationships to the exterior movements.15
A "tonal scheme" may be observed in the movements of the
organ Sonatas.

In Sonatas I and III,

the scheme is as follows:

Sonata I
Massig schnell: E-flat
Sehr langsam: E
Phantasie, frei: B-flat---D
Ruhig bewegt: E-flat
Sonata III
Massig bewegt:A-flat---B
Sehr langsam: A
Ruhig bewegt: A-flat

Sonata II does not end in its initial tonal center.
scheme

The tonal

is:
Sonata II
Lebhaft: E
Ruhig bewegt: E
Fuge Massig bewegt, heiter:

A

According to David Neumeyer, the sketches of the first movement
show evidence that this Sonata may have been intended to begin at
measure 99 at the tonal level of A,

thus creating symmetric 1

relationship as found in the other Sonatas.16
Rhythm

Unlike the rhythmic complexity of much o
music,
I

Hindemith's use of

rhythm in

the

tw nt
org n

th
on t

ntu y
i

I

generally unproblematical and is characterized by

23

11 • • •

restraint

and tradition.

1117

But,

Hindemith's music is not simple and

totally straightforward.
through:

( 1)

Rhythmic "vitality" is maintained

vigorous

contrapuntal

activity;

the

(2)

displacement of regular accents through the careful arrangement
of phrase markings,

irregular phrase lengths,

and syncopation

(Example 18); (3) the juxtaposition of assorted rhythmic patterns
( see the first page of Sonata I); and ( 4) the frequent use of
triplets in duple meters

II

(the first movement of Sonata

illustrates this technique with regularity).
Example 18: Sonata I, mov. 1, meas. 82-86

------Changes in meter within the movements of the first two
Sonatas are rare;

when this does occur,

difference of more than two beats.

On the other hand, movement 3

of Sonata I changes meter frequently--4/4,
to 9 /8.

there i s seldom a

5/4,

6/8, 3/4,

12/8,

Coupled with the variety of tempo instruction ,

creates a dramatic and passionate mood not
restrained predecessors.
The Siciliana dance rhythm
during the Baroque era.

().

j

J

ound

n

All of the �low movem nt

m

t

w· ,.. u

thi

u
n th

y

org n

Sonatas use a rhythmic pattern which is similar to this figure.
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Hindemith shows a fondness for triple meters in the Sonatas.
Triple meters are used in six of the ten movements.18
Melody
The most obvious melodic trait in the organ Sonatas is the
use of skips.
fourths,

melodic

Generally,

sevenths,

and fifths.19

a

of

the interval

By far,

fourth occurs most often (Example 19).

seconds,

by

is

movement

Triadic outlining is not

a characteristic of the Sonatas.
Example 19: Sonata III, mov. 1, meas. 1-3
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Hindemith often uses small fragments in his melodies which
are

then

repeated

literally

or

sequentially.

These

two

techniques are also used to vary phrase lengths (Example 20) or
as a developmental technique
106-123)

(Sonata II,

movem nt

Outright repetition of a melody i

1 o

m

u

oun

w

2,

regularity in the Sonatas. When the rep- tition
proximity, however, the supporting harmoni

re u u

n
y

h
0

lt r d

(see �onata I, movement 1 1 measures 53-75 and Sonata II, movement
2, measures 1-20).
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Example 20: Sonata I, mov. 1, meas. 32-36
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A

liberal

use

of

ac c identals

Hindemith's melodies in the Sonatas.

is

charact eristic

of

Because the melodies can be

broken down into small, repeated fragments and common intervals,
they are never unduly complex.
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CHAPTER III
ANALYSIS OF HINDEMITH'S ORGAN SONATAS

Sonatas No. 1 and No. 2 were written in the year 1937.
During

this

time,

Hindemith

composed

only

a

few

other

compositions--the orchestral work Symphonic Dances,

Sonata for

Solo Viola,

the

Op. 25,

and

the

beginnings

of

ballet

Noblissima Visione.1
The exact location of the composer during the Sonatas'
composition is unknown.

The year of 1937 was one of intense

traveling for Hindemith--he traveled to the U.S. in __April, Italy
in May, France in the summer, back to Italy in September, and he
finally arrived in Ankara,

Turkey in the beginning of October.

It is possible that the Sonatas could have been written during
the time he was traveling because it is well-known that Hindemith
could compose under any circumstance.

Why Hindemith chose to

write the two organ Sonatas is also unknown. Luther Noss has
suggested that Hindemith regarded the composition of in trum nt 1
sonatas as exercises in preparation for larg r work .2
Sonata I.
Sonata No. I is the most substantial, t chn c
and em,otionally the most intense of the Sonatas.

ly d rn nding,
In

ddition, it

is the least orthodox in its general form as compared to the
28

other two Sonatas.
Part I and

The Sonata is in two large sections, labeled

Part II.

Part II is divided into three smaller

sections as indicated by the section headings Sehr Langsam,

Phantasie, frei, and Ruhig bewegt.

For the sake of convenience,

the single movement in Part I and the three sections in Part II
will be treated as separate movements.
cast in the

following forms:

These

"movements" are

Movement one--sonata form with an

introduction and coda; Movement two--binary form; Movement three
-fantasy-like form; Movement four--five part Rondo with a coda.
The

first

52

measures

of

the

Sonata

constitute

the

Introduction to movement 1 which is in itself a bipartite
structure.

Section 1 of the Introduction has a tonal center of

E-flat and presents two important rhythmic motives in the first
four measures (Example 21).

These motives are ingeniously woven

into the texture of the first movement and are found in the third
and fourth movements as well.
Example 21:

Sonata I, mov. 1, meas. 1-3

After the introduction of Motive

A

nd B,

our phra

in

antecedent/consequent relationship follow ch r ct riz d by
downward leap of a fifth

(measures 5-6 and 11-12) and dotted

29

rhythms (measures 7-10 and 13-14).

In measures 14-17, Hindemith

combines Motive A with the downward leap of a fifth introduced in
measure 5.
Section 2 of the Introduction begins in measure 19, linked
to the first by a brief passage of descending fifths in measure
17-18.

This section focuses its attention on a short melodic

idea presented in measures 19-22 and 26-30 at the tonal level

of

G; the second presentation of this melodic idea is expanded by
three-measures using

the dotted rhythm and concluding trilled

figure found in measure 28.
developed,

In measures 36-43,

the phrase is

hinting at Motive B in measure 39.

The final

statement of the melody returns in measure 48, slightly altered.
Of particular interest in this section of the Introduction is a
three measure octave sequence (measures 22-26) which functions as
a modulatory link between presentations of the melody and its
development.

It is characterized by a diatonically ascending

line, spanning a tritone, followed by a downward leap of a major
seventh.
The Exposition of movement 1 begins at Lebhaft (measure
of E-flat Dorian. 3
53) and centers on. the tonality
The main
theme (Example 22) has a rhythmic, jaunty character and contains
several distinguishing features:

(1) a clear sense of clim x and

repose emphasized by the contour of the melod'c
(3) a pedal ton

concluding plagal cadence;
l o w est voice;

(4) two contr astin g phr

r

,

1 n ;

(2)

on E- .1 t

n th

th

h

t

c ontains a ja gged melod ic line while the s cond cont in
descen�ing scale-like pattern followed by melodic thirds.
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Example 22: Sonata i, movement 1, meas. 53-67
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In measure 68, the first phrase of the theme is repeated.
seco nd phrase is

skillfully altere d

by

reversing the

descending scale-like pattern, and combining Motive A
Introduction and

from the

the head rhythmic motive from the primary theme

in measures 75-86 (Example 23).

Example 23: Sonata I, mov. 1., meas. 77-82
..

.

·--------.!•·.>..

--:::-::::c,

--L-·--.

the tonality of

The second theme, in
in measure 87 (Example 24).

It contrast�

theme in that it is generally composed of
h as

ar

unwave ring,

e m ph asized

through

steady rhyth m.
the

imitative
31

c- h rp Dori n, b

n

h rply w th th
t p-w's

mov m nt

Add iti ona l con tr
manner

in

which

nd

t

is

it

is

introduced.
times:

The

measures

theme
87,

enters in the manuals a total of six

92,

98,

11,

presentation of the secondary theme,

116,

and

121.

In

this

Hindemith makes extensive

use of interior pedal points in measures 92-92 and 125-128.
Example 24: Sonata I, mov. 1, meas. 87-92

In measures 134-164,

Hindemith surprises the listener by

rad ically changing the dynamics

(f to

(contrapuntal to octave doubling).

This brief section that seems

to come from nowhere is not

and

pp)

the

texture

totally out of place,

however,

because it is directly related to Motive B of the Introduction.
George Albert Bolitho considers this passage to be a Codetta
because it "provides a sense of finality for the exposition and
closes with a pedal point on the dominant (B-flat) 11 • 4
The Development (measures 135-287) primarily focuses on the
secondary theme and the materials from the Introduction of the
movement.

It begins in the tonal center of B-flat with the
Each

imitative treatment of the head motive of the main theme.

entry occurs in a series of fourths--B-flat, E-flat, and A- 1 t.
In measures 177-215,

the materials from the

introdu tion

recalled,

modified

n w

slightly

unmistakably borrowed.

to

fit

the

The second th m

in an' imitative style,

but

m t

n

of th

finally makes its appearance in measures 215-231.

r

It

'

tr

t d

resembling the opening measures of the
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Development in which each entry occurs

in a series

of fourths-

on C-sharp, F-sharp, and B.
In measures 232-243,
section

of

the

the melodic idea from the second

Introduction

(measures

is

19-22)

stated

twice in the uppermost voice in the right hand, on "G" and "C".
It

is

combined with

a

statement

of the

head

motive

secondary theme in the left hand, also at the "G" and "C"

of

the

levels.

Measures 39-43 of the introduction are then recalled in measures
244-251,

followed by the majestic restatement of measures 19-22

of the Introduction.

Tension steadily mounts until the climax of

the movement is reached:

a statement of the secondary theme of

the Development as a canon at the octave level at the

time

interval of 3 beats (measures 260-269).
The abbreviated Recapitulation begins in measure 288 and is
preceded by a variant of the linking materials used in section 2
of the Introduction (measures 22-25).

The Recapitulation recalls

the first fifteen measures of the Exposition;
are spelled enharmonically.
avoided in the Recapitulation.

measures 303-322

The secondary theme is totally
Given the extensive use of this

theme throughout the Development and the absence of the first
theme, Hindemith's logic becomes clear.
Hindemith's skill in combining different thematic material
nd second ry

is evident in the Coda (measures 329-373). The m in
themes are effectively joined in me sur
repeated
In

an

measures

octave
352-360,

lower in

329

measur s 340- 5

the head motive of

Th m

sequen�ially, · immediately followed by a fin 1
secondary theme in the tenor.
33

h n

n

2I

(Ex
A

..,

t t m nt o

) •

d
th

The entire coda is constructed

over a pedal point on E-flat.
Example 25:

Sonata I, mov. 1, meas. 329-339

-

Ruhig

The second movement, Sehr Langsam, is typical of the slow
movements of Hindemith's organ Sonatas in its dotted Siciliana
like rhythms, thin texture, and sensitive melodic construction.·
This movement is 34 measures long and is ca t in
much like the popular Baroque binary form.

'l'h

two-p rt
r

between the two sections is clearly establi hcd through th

orm

on h
u

of similar rhythms, textures, and a persistent rhythmic o tin to
found 'in the bass line.

Furthermore, the two sections share the
34

first three measures.
The first section is characterized by the ascending interval
of a sixth in the melody and sequential repetitions of small
melodic fragments (see measures 8-12).

A small climax is reached

in measures 14-15 through an increase in volume and a thickening
of the texture.

In measure 17, the first and second sections are

elided, repeating the first three measures of the first section.
A new, complementary melody is introduced in measures 21-26 which
employs a descending interval of a sixth.
repeated in measures 27-32 and the

The new melody is

movement cadences,

as it

began, in the tonality of E.
The third movement is characterized by frequent mood and
tempo changes as well as numerous, brisk keyboard passages.
Hindemith effectively unifies the contrasting sections through a
recurring four note pedal figure found in measures 1, 9, 15, 24,
and 40-52 (appearing here in augmentation as an osfinato).
pedal figure is

The

related to Motive B of the Introduction of

movement 1, unifying the Sonata as a whole (Example 26).
Example 26: Sonata I, mov. 3, meas. 1-2

...
Each pedal motive heralds the beg inning of
section.

The final note, generally sust in d fo

t 1

two measures, is an indication of each �cction'o ton
always in a fifth/fourth relationship to the pr viou
B-flat in measure 1;

F in measure 9;

measure 25; and Din measures 41-52.5
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C in m

di tinct
on

0

ity.
t t m nt:

ure 1 ,

G in

The first two sections (measures 1-9 and 9-15) are devoted
to the development of the pedal motive and contain
sequential patterns in upward and downward motion,
third section (measures 15-24)
chromatic sequences.

sweeping
while the

is based solely on elaborate

The fourth section begins in measure 24

with four massive chords.

They are the B-A-C-H motive harmonized

above the pedal motive of the section (Example 27) . 6
Example 27: Sonata I, mov. 3, meas. 23-24

The final section begins, as in the previous section, with
chords built over the pedal motive.

This chordal interpretation

of the pedal motive is found in measures 40-41, 42-43 and again
at the conclusion of the movement. The pedal motive continues as
an ostinato figure (repeated a total of seven times)

while the

right hand states material borrowed from sections three and four.
The fourth movement (tonal center of E-flat)
Rondo form as follows:
27-41;

theme--measures 1-26;

theme--measures 41-52;

episode--mea ur �

measures 78-100; coda--measures 100-114.7
two sections.

The first

(measures 1-14)

fifths in the melody and the harmony,

36

i

b

d on

pi od --m
2-78;

The th m
utiliz s

u
th m

con
ourth

0

nd

and octave doubling. The

second section, divided into two related phrases, is an exten
sion
of the dotted rhythmic pattern presented in measure 7. The
first
Phrase (measures 14-18) has a tonal center of E-flat while the

second phrase (measures 18-26) has a tonal center of

c; a five

me a s u re extension which further expands the dotte d rhyth
mic·
figure is added.
The first digression (measures 27-41) has a tonal center of
A

and consists of two phrases which continue the dotted rhythmic

Pattern initiated in the Rondo theme; a triplet figure is added
in measures 31 and 37.
of the first,

The second phrase is simply a repetition

but an octave lower with alterations in

texture and harmony.

the

A six note ostinato figure in the lowest

Voice is employed throughout the two phrases (Example 28). After
a transitional passage in measures 39-41 modulating back to E
fl a t ,

the first ten mea sure s of the R ondo theme

are

the n

:rec alled.
Example 28: sonata I, mov. 4, meas. 27-29

is r m k b
n h
The second episode (measures 52-77)
how ng Hind m
contains a theme with a single variation,

h'

incred ible skill in manip ulating melodic ideas in only

few

measures.

d in two similar phrases in
The theme is introduce
37

measures
52-63 , borrowing rhythm
ic motives (dotted,
sixteenth,
and trip
let figures) from earl
ie� passages in the
movement.
is acco•
It
anied � an ostinato in both
�e left hand an
d Pedal,
and a
n interior pedal tone on
D# (Example 29).
The v ariation
begins i n measure 64; Hi
ndemith manipulates the
melody while th
two ost
e
i nato patterns and pedal po
int remain fixed.
Another
feature of this ep
isode which merits attention
is the somewha
t
s
Unu ual registration indica
tion--"nur 4 ' und 2'" (on
ly 4 , and
2').
This is the only example of spe
cific registration
given in
any of t
he Sonatas.
E�amp1e 29: son
ata I, mov. 4, meas. 52-53

The main theme returns in measure

to the tonal c
enter of
f
E- l at , b ut b rie fl y m odu lat es to
A-flat in m easure s 8
4-9 1.
i
H nctemith masterfully modulates back to the to
nality o f E-flat
through: l
( ) a series of chromatic parall el fourth
in me ur
92 95 r
esembling the left hand of measur
5-6;
nd (2) th
recolle
ction of the sixteenth-note figure found in
m
ur
n
i the left hand of measures 96-99.
The cod b gin
n m
u
loo with an upward moving stretto on the first th r e
not
o th
theme.
The stretto is reversed in measures 105-109,
but quickly
38

78

works its way back up to the concluding E-minor chord.
Sonata II
Sonata II does
found

in

not

contain melodic

motives such

It does, however, use

Sonata I.

the plagal

as those
cadence

extensively which in itself becomes comparable to a motivic idea.
These cadences,

which are present in all three movements,

(movement 1, mm 7-8; movement 2, mm 19-20; movement 3, mm 91-93)
act

as

a

unifying

device and

signify

the

conclusion

movement or a principal section (Example 30).
the plagal
character,

cadences,

"Their

of

a

Bolitho says of

use takes on an almost moti vie

especially when one considers that the melodic line

frequently consists of 3-2-1, with the bass moving either 4-6-1
or 6-7-1 11 • 8
Example 30: Sonata II, mov. 1, meas. 7-8

,Lebhaft (d == 16s)

The first movement
Rondo form.

The Rondo theme

ternary structure.

t

(tonally centered on E)
(measure..,, 1-31)

The A section of the th m

constitutes the main thematic material of the
39

s

n

0

n

:e

u e

-8)

movement.

As

(mo

�ight be expected, this important section is concluded with a
plagal cadence.

A brief six measure modulating link (measures 8-

14) follows; it consists of two phrases, the first a whole tone
lower than the last.

An interesting feature of this passage is

that it combines the head

cJ ) J)) )

rhythmic

motive from

the A section

while hinting at the materials to be used in the B

section (an ascending scale-like passage spanning a 5th).
The B section of the Rondo theme begins in measure 14 and
centers on the tonality of G-sharp.

A new melodic idea, first

heard in the right hand, · is repeated in the left hand in an
abbreviated fashion in measures 20-23.
of the B section (measures 23-25)

This leads to the climax

in which the

head rhythmic

motive is utilized.
The final section of the Rondo theme begins in measure 24
with a return to the main thematic material, masterfully elided
with the climatic conclusion of section .. B�

Although the left

hand

the

g ains

greater

essentially unchanged.

rhythmic

importance,

material

is

The entire Rondo theme ends with a plagal

cadence at measure 31.
The extensive episode (measures 32-71) can be divided into
two distinct sections,

each being introduced by what

Bolitho

refers to as a "motto theme" which " ...heralds important sections
of the episodes" (Example 31). 9

This "motto them " ( introdu

in measure 32-35) empha�izes the interv 1 o
employs two interior pedal points.

40

·ourth

o w

d

Example 31: sonata II, mov. 1, meas. 32-35

The first section of this episode takes on a toccata-like
character,

presenting rapid hand alterations--based largely on

Parallel sixths and thirds--and little use of the pedal.

The

second section consists of two contrasting phrase groups.

The

first group

(measures 52-63)

contains two similar phrases; the

second phrase is a repetition of the first an octave lower
and
With modifications in the left hand. The head rhythmic motive of
the movement is recalled in measures 52, 57, and 62.

The second

Phrase group (measures 63-68) also contains two similar phrases.
Thes e

two

phrase s

large

emphasize

leaps

in

the

melo dy,

contrasting with the step-wise movement found in the melody of
the first phrase group. This phrase group is accompanied by an
interrupted pedal point on Bin the left hand.
motive is also used in these measures,
measures 63_64, 65-66, and

67-68.

The head rhythmic

but in inversion;

in

The second phrase ends with a

short modulating passage in octaves.
The statement of the Rondo theme returns in measure 72.
is

a g ain

in

modifications.

a

tern ary

stru ctur e

glan'ce, seems

cont in

First, the theme begins on th

s ha r p but conclu des in "A"·
material in

but

second ,

ton 1

Hind m'th

the B section (measures 79-98)
to be

int

wh'ch,

It

ing

nt

0

nt odu
at

s

t

entirely new• The principal melodic idea
41

found in this B section, however, is clearly derived
from the
modulatory link found in measure 9.10 The "new" melodic
idea is
heard at the beginning of three phrase groups (measures 79
, 87,
and 95) •
Each phrase group is briefly expanded by a concluding
_
triplet figure
supported by static harmonies in whole note
durations moving in half-step intervals.

The

return

of

the

ei g ht-mea sure Rondo theme in measures 99-106 comp letes the
ternary structure.
T he second episode

(measures 106-1 53)

first, with an exciting toccata-like section.

begi ns,

lik e the

Each of the three

Phrases is punctuated by two concluding staccato chords.

Through

the sequential expansion of the phrases, a sense of great tension
and unrest is created.

The climax of this section, which is also

the climax of the entire movement, is reached in measure 123- 5
12
With a "collection" of the staccato chords from the preceding
Phrases.
The second section of the episode, introduced by the "motto"
theme in measure 125, dramatically contrasts with the first h alf
of the episode--and the entire movement--in that (1) the dynamic
level is pp for the first time;

(2)

the rhythmic values are

slower as compared to the rest of the movement; and (3) there is
a radical change in the texture through the extensive
Parallel voices (Example 32).

These elements combine to er

"...a rather ponderous and mysterious quality in
otherwise sparkles with vitality ". 11

42

use of

mov m nt wh

t
h

Example 32: Sonata II, mov. 1, meas. 130-133

The second section of this episode consists of five phrases;

Phrases begin at measures 129, 133, 137, 145 and 149.

The fourth

and fifth phrases are an exact repetition of the first t o.
w
The
t h ir d phrase, although it contains differ ent mat er ial,

complements the others through the use of similar rhythms
and
Parallel voices.
rt does not seem as static as the surrounding
Phrases, however, and pushes towards a small climax in measures
142-14 3.

The entire section centers on the tonality of F.

The final statement of the Rondo theme begins in measure
154, and is back to the original tonal center of E.

It is an

exa ct repetition of the first 31 measures of the mov ement,
drawing the movement to a close with the motivic plagal cadence.
Ruhig

The seco nd move ment ,

Bewegt,

contains

the

only

specific indications for manual changes found in the Sonat
Bindemith uses the designations Oberwerk and Hauptw rk to
the need to create two contrasting sounds.
to the Oberwerk indicate

The

ct on

the dynamic 1 vel pi no

While the Hauptwerk is designated

111

zzo forte.

xpr
uO

xc
'l'h r

8•

d

Y,

r

no

i n d i��tions for vary ing dynamic levels withi n the s ec tio ns .
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Employing these techniques, this movement is reminiscent of the
terraced dynamics characteristic of the Baroque style period.
Another interesting feature of the movement is its use of

the graceful Siciliana-like dance
rhythm,

rhythm (

J,

j J ).

This

in combination with delicate Baroque-like ornamentation

a n d lo ng, exp�essive phrases, creates a tranqui l mood
which

contrasts wonderfully with the more lively preceeding movement .

This middle movement is a rounded binary form with a coda.

The A section consists of two phrase groupings, each beginning
in
the tonal center of E and cadencing on "F-sharp".
The first two
Phrases (measures 1-10), played on the Oberwerk, are for manuals
alone.
They employ several techniques typical of Hindemith such
as the use of fifths and fourths in the melody and support
ing
harmonies, and octave doublings.
The following two phrases are
si ilar to the first two with a few exceptions--(1) the phrases
m

are played on the Hauptwerk with its louc;ier dynam'ic level; ( 2
)
they feature a descending E major scale in the pedal;
and (3) a
different harmonization of the melody is used.
The

B

section,

beginning

the softer Oberwerk sound,

in

measure

20

and played on

bears a strong resemblance to the

melodic and rhythmic character of the A section.

The

first

Phrase has a tonal center of A and contains a brief hint of the
melody's head motive treated imitatively. The
repetition of the first a third higher

econd phr

nd w'th

i

tw -m

exte nsion based on the head rhythmic motiv . Th � ph
At th t poin , th
With the third phrase in measure 27.

Well -;-- crafted "chain sequence" over a pedal po· nt on A in th
tenor and an ascending bass line. Each successive appearance of
44

the sequence drops a fourth leading to a half

cadence

o

on

(Example 33).
Example 33: Sonata II, mov. 2, meas. 27-31

The abbreviated restatement of the theme begins in measure
32

and focuses

on the imitative treatment

of

the

first

two

Imitative entries begin in measures

measures of the movement.

34-35 in the alto and in measures 36-37 in the tenor, cadencing
in the tonal center of E in measure 38.

A "repeat" of the B section immediately follows, beginning
in measure 38.
first and

second

The melody,
phrases,

the imitative· character of

the

and the chain sequence of the third

are retained in their entirety.

There are modifications in the

inner voices, and Hindemith also adds two pedal tones--on F and
D--reaffirming the tonal centers of this section.

A final restatement of the theme begins in measure 50 and it
is, similar to its counterpart

(measures 3 2-38) •

The th me

undergoes similar changes as found in the r petition o
section--the upper voice remains the sam
are altered.

th

A four-measure pedal point on E b

measure phrase. In the final three measur
melodic

whil

theme of the movement,

measure 56.
45

, th

coming to

nn
n

pd
c d nc

th

B

v

h

v n-

b g n

h

on E in

The Coda, measures 57-66, contains three small phrase groups
(beginning in measures 57,

60 and 63) .

Each phrase group is

treated in a similar manner--the first two measures involve
octave doubling and are played on the Oberwerk while the final
measures of each phrase group

(the 9/8 measures)

become more

contrapuntal and are played on the Hauptwerk.
entitled Fuge Massig

The final movement of this Sonata is
bewegt, heiter.
a

theme

is

counterpoint.

A fugue is defined as "a composition...in which

extended
In

and

the

developed

opening

mainly

section,

the

by

imitative

'exposition,,

the...'subject' is announced in the tonic, after which the second
voice

enters with the 'answer',

i.e. the

same

theme

at

the

dominant pitch while the first may proceed to a 'counter
subj ect'."12
If one adheres to this traditional definition of a fugue,
the formal analysis of this movement becomes problematic.

There

is no clear sense of a development section; the fugue instead
alternates between three fugal expositions and two episodes.

In

addition, the tonal relationship between the subject and answer
(I-V) as prescribed by the general definition of a fugue is not
present as Hindemith is not d,ealing with traditional harmonic
pro gressions. This makes difficult a definitiv
subjects and answers.
of a

And finally, ther

is

1 b ling of

comp

t

n

b

counter-subject.
The fugue theme is in itself unu ual

called

II

... an improbable subject" by

critic of the Houston Post.
46

nd

h ,..,,

Hub rt Rou

Most sources indicate

V n

'

b

n

mu

C

th t

the

subject is only four measures long.

The subject could be thought

of as an additional measure in length,

however,

because of

Hindemith's own phrase marking (Example 34).
Example 34: Sonata II, mov. 3, meas. 1-5

The

fugue subject falls into two distinct sections.

first section (measures 1-3) is
leaps.

The

angular, utilizing several large

(measures 4-5) is almost entirely

The second section

chromatic, providing contrast to the jagged melodic idea of the
The subject,

first three measures.

tones of the chromatic scale.

in fact,

uses all twelve

It is not atonal,

however;

the

interval of the fifth {A to E in measure .1) gives some sense of
tonal stability 13 .
In each of the three expositions of the subject (beginning
in measures 1, 32,

and 61), there are four imitative entries,

implying a four voiced texture.
fluctuates

from

respectively).

1
The

to

7

The number of voices actually

voices

contrapunta 1

(measures
texture

1-3
of

the

interrupted by a brief homophonic-like section in m
The movement begins with the statement of th
in the right hand at the "A" level.
next entry of

and

45-46,

fugu

4 - o.

u
ugu

ubj

'l'he 1 ft h nd intr du

the subject at the "C"

level in m

overlapping with the chromatic line which conclud s th

i

h

ur

4'

subj ct.

This chromatic line provides a perfect foil to the initial
47

angular motive of the subject's beginning.
continues,

The right hand

with an ascending chromatic line until the second
to a close.

entry of the subject comes

Both voices end in

measure 7 on "G", the "dominant level" of the second entry.
The brief one-measure linking passage in measure

8

is based

on the head motive of the subject, found in the lowest voices in
augmentation.14

The subject is then presented by a middle voice

at the "A" level,
outer

joined by active chromatic movement in the

A four-and-one-half measure linking passage

voices.

follows (beginning in measure 12), motivically stating the idea
from measure 4.
The fourth presentation of the subject appears in measure
17 in the pedal.
fairly simple,

This entry, at the "C" level, is joined by a
less active accompaniment in the upper voices.

The uppermost voice is a reiterated pedal point_ on c and is
This

supported

by a sustained C in the left hand in measure 18.

entry of

the subject is shortened, leaving off the descending

chromatic line, and begins to function as a bass line preparing
for a cadence on the "dominant" in measure 21.15
The first episode begins in measure 21 and introduces a
contrasting new theme.

The new theme is treated imitatively with
(1) uppermost voice (m

entrances beginning in the:
beginning on "E";
"G";

and

(2) left hand

(3) lowest voice

(measure

ure

24-27) b ginn n
in m

the last presentation of the fugue subject in m

n

'l'h

(measures 29-31) on "D".

entry adds an extra dotted rhythmic figur

21-24)

u

O.
ur

n

A
7,

th

theme is shortened by four notes and begins to function as a bass

48

leading to a "V-I" progression in

11

B 11•

The new theme is

generally accompanied by two or three independent lines.

From

measures 28-31, there are interior pedal points and a motivic
statement of the rhythm found in the center of the theme.
The second Exposition begins in measure 32 with a statement
of the subject at the "C" level in the uppermost voice.

It is

accompanied by three-note ascending/descending chromatic lines in
the manuals.

In measures 32-34, Hindemith pays homage to the

great master of the fugue,

J. S. Bach,

by stating the B-A-C-H

motive (B-flat, A, c, B-natural) in the pedal (Example 35). The
next two entries of the subject (on "D" and "B") are found in
measures 35 and 38 in the tenor and pedal, respectively.
incomplete,

giving

up

its

thematic

import ance

Each is

to

becom e

t h n

�

integrated into the harmonies.
Example 35: Sonata II, mov. 3, meas. 32-34

C.

A

Hindemith then presents the subject in th
original tonal level ("A") and form (with th
rather than an A-flat in measure 44) .
pedal points on A in the

right

xc pt on o

n A

It is joined by oct vo

hand, an ascending chrom tic

line in the range between the pedal tones,
49

1

and a descending

chromatic line in the pedal.
Momentum increases and the fugue ultimately reaches a climax
with the beginning of the second episode in measure 45.

This

episode, homophonic in nature, is full of rhythmic vitality and
interest.

From measures 45-60, Hi_ndemith juxtaposes

triple and
The first

duple meters through his phrase markings (Example 36).

phrase of the second episode (measures 45-50), presented in the
tonality of D,

contains

lively syncopated

constructed mainly of thirds and si�ths.

rhythms

and

is

The second phrase is a

transposition of the first phrase a whole step lower with
modifications in dynamics and melodic material.
Example 36: Sonata II, mov. 3, meas. 55-56

Measures 57-60 are transitional in character
climactic nature. of this section to a clo e.

Th

present the rhythmic idea found in mea urc

0 and

to center on the

tonal level of E-flat until

pedal. This is the "sub-dominant" of the next

nd bring th
OU

m

u
m

n

G io h
ntry of th

n

h
ugu

subj'ect which reso lves immediately to a "D" pedal point in

50

measure 61.
The final Exposition of the movement begins in measure 61.
The first subject entry appears in the right hand at the

"D"

level, accompanied by a chromatic line in the left hand and a
pedal point onDin the bass. In measure 65, the subject is found
in the left hand (on "F") with an ascending chromatic line in the
uppermost voice and

supporting

harmonies

in

the

remaining

contrapuntal lines.
A one-and-one-half measure linking passage (measures 68-69)
follows and is based on the head motive of the fugue subject.
This effectively leads to the next entry of the subject in the
pedal

(on " C")

which is accompanied by thick contrapuntal

activity in the upper voices.

In measure 73, the fourth entry of

the subject is given to the highest voice at the

D
"
''level.

This

entry occurs over chordal structures in the lower voices and a
descending chromatic line in the pedal.

•The dotted rhythm found

in the fourth measure of the the subject is treated imitatively
in measures 76-77, closing the final exposition of the fugue.
The
treatment

coda

(measures 78-93)

begins

with

the

sequential

of the fugue subject's head motive in the upper voice,

building to a small climax in measure 83. Hindemith releases this
tension in measures 83-87
based on the head motive)
pedal point on A.

through a downward sequence
in

the left

hand faohion d ov r

The first fifteen note

are then presented in unison doubling.

Th

characterizes this sonata is heard in m

of th

ugu

pl g�
sur

n
9 -93,

draw,ing the final movement to a close and uniting
movements.
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(also

th

ub
wh

t
11

Sonata III

Sonata III was written in a mere day and a half, bearing the
date June 5,

1940.

rt was composed during Hindemith's year of

teaching at the University of Buffalo in

Buffalo, New York.

In

Bolitho's dissertation, he states that "Its inception came about
as a result of a luncheon in 1940, during which Robert Noehren
and Herbert Fromm suggested to Hindemith that he ought to write
some organ music to complement the first two sonatas which had
already been published".16

But, according to Robert Noehren, a

close friend of Hindemith,

this was not the case.

interview with Boyd M. Jones,

In an

Noehren indicated that he was

surprised by Hindemith's newest organ composition. "My wife and I
had

lunch

day....Later,

at

the

hotel

where

Hindemith

at about three o'clock,

lived

on

that

he phoned us announcing

that he had just written a movement for an organ sonata, could he
come right over to show it to me.

During:the conversation later

he revealed that he had written it in about 20 minutes and then
made a final copy...The first and last movements followed on the
next day.1117 (See also Appendix II, pp. 112-113.)
During the time

in which this Sonata was written, Hindemith

was anxiously awaiting the arrival of his wife,
Germany.

Of particular

Gertrude,

from

interest is a letter written to h r

dated July 14, 1940 in which Hindemith write

of thi

n

I hadn't written anything for a long t m
slowly began to make plans again nd wrot
t
sonata, intended for your arriv 1.
three of the old songs from the theory book
of my students (Robert Noehren) pl yed it imm
with much enthusiasm. He made a recordin� o it
could be greeted with it in New York... 8

Sonata III,

as the composer mentioned in the letter,
52

is

:

based on the cantus firmus treatment of three medieval German
folk songs.

Several authors have suggested that Hindemith used

these tunes as an expression of his longing to return to Germany
"One may see

Ian Kemp states that,

as it was before the War.

more than coincidence in this identification with the roots of
his musical inheritance at a time when political tyranny was
distorting it beyond recognition. 1119

But Luther Noss, who was a

personal friend of Hindemith, feels that "There is absolutely no
validity to the assumption of many that the use of these folk
tunes in

this,

one

of

the first major compositions after

Hindemith's arrival in the U.S., is in any way reflective of a
sentimental longing for Germany. 1120
Some insight may be gained as to why Hindemith chose to use
these folk tunes as the basis of this Sonata in his book,
Craft of Musical Composition.
his reasons

for using folk

The

In this book, Hind�mith outlines
1 ' ,,

tunes as the melodies for his two-

voiced exercises:
I shall restrict myself, however, to the older song
material because in this, melody develops in the full
freshness of unrestrained pleasure in linear design
without being hampered by overstressed harmonic
considerations in the scheme of definite cadences and
marked symmetrical phrase structure which later
These old songs thus give rich
determines the form.
possibilities to a polyphonic treatment; above all, ��ey
are the ideal work material for two-voiced setting .
The

Sonata received its

performance
composition.
wrote in

a

by E.

Power Biggs

Hindemith
letter

formal prcmi r

to

did

not

Gertrude,

53

during th
care for th

t T n

w

n

,,..umm r

ti

p

nd

"The great Biggs s

m d to

have trouble...finding the tempo. 1122

This

statement

gains

added importance in light of a comment made by Catherine Crozier
in

which

she stated,

11 • • •

he [Hindemith] became deeply upset at

a variation from the tempo marking in his works. 1123 Some remember
that Hindemith constantly carried a metronome.
In the earlier Sonatas, motivic ideas are frequently used to
create a sense of continuity and unification.
' Bolitho

says that the movements of the

In this Sonata,

third

Sonata

do not

contain motivie ideas as such and states that "...the sonata
seems more like a grouping of three independent pieces than a
sonata in the more traditional sense."24
however, do tie the Sonata together:

Important themes,

(1} the three movements are

based on three medieval German folk tunes; and (2)

the texts of

these folk tunes deal with the subject of love--unfaithful love
in the first movement and the departure of a lover in the second
and third movements.

Sonata III does depart from the "sonata in

the more traditional sense" in that forms typically found in this
genre are not utilized.
The cantus firmus used for the first movement is entitled:

Ach Gott, wem soll ich 's klagen.

The translated text and the

melody are as follows:

Lament Over Unfaithfulness
O Lord, to whom shall I cry out my oorrow?
My young heart is imprisoned
And I cannot escape.
I had chosen a light-hearted maid n
But another has driven me out.
I would love her, I would hold her de r
And would do everything that her young h
In correctness and in honor.
Yet she has another love than me,
She wants to leave me completely.
54

rt d

i

d

What keeps thee love, on thy wicked path?
That you are so completely unfaithful
Surprises me without end.
You have treated your promises like
Words in the wind.
Unfaithfulness often returns to one
Who is unfaithful;
Of this I can assure you.
I want to see the time
When it will happen to you.
If I had perceived your unfaithfulness sooner
My heart would have turned itself from you.
You have lied to me.
I can clearly tell by your deceitful eyes
That you are untrue even to yourself.
Whoever sits upon a thornbrier
And trusts himself to a young maiden
Is led like a blind man.
If he does not lose his way,
He can really take pride in himself.
Therefore give heed, young men!
Whoever has love for young maidens,
Don't let them deceive you.
The more emphatic the promises
The sooner they will be broken. 25

l 1
d
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The movement is divided into two distinct
differing in the treatment of the cantus .firmus
55

ction ,

ch

nd in meter

( 12/ 8

and 4/ 4).

The overall effect is that is of a chorale

prelude followed by the harmonization of the chorale melody.26
In the first section of this movement (measures 1-28), the

cantus firmus is placed in the pedal; the rhythm is changed to
longer note values to accommodate the 12/ 8 meter.

The phrases

constructed over the cantus firmus in the manuals are divided
into six units--ABACBA--creating a strong

rondo-like quality to

this section.
Phrase A (measures 1-4) is a beautiful melody beginning in
A-flat minor and ending on octave C's.

The first two measures

contain the interval of the fourth in the right hand as well as
in the supporting harmonies (see the series of parallel fourths
in the left hand of measure 1). Of particular interest in the
first two measures is the large upward leap of a minor seventh
(measure

1) and the falling chromatic line in the

(measure 2) .

left

hand

Similar melodic fragments or,. "motives" were used by

J.S. Bach to convey feelings of sadness and suffering.

Given the

profound suffering of the injured lover in the poem,
Hindemith was trying to convey the same message.

perhaps

The fina 1 two

measures of Phrase A contain a new melodic idea which consists of
a descending tetrachord in sequence. Although this idea contrasts
to the opening measures,

Hindemith ties the four measures

together by hinting at the first melodic id

t th

conclu

on

of the phrase, beginning on beat 4.
The

digressive phrase B

about melody

and

instead

(me

focuses

Ther� is a constant rise in

ure
on

5-9)

i

"h rmonic"

mph t
p r 11

both register and in dynamics,

reaching a dramatic climax on the ff chord in measure 7
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i m(.:!.

(Example

3 7 ).

The first two measures of phrase B emphasize

the interval

of a minor third while the final two measures utilize both the
interval of a minor third (in the left hand) and the interval of
a fourth in the highest sounding voice.
Example 3 7 : Sonata III, mov. 1, meas.

7

After a brief linking passage con�isting of minor thirds and
perfect fourths in the soprano and a falling chr��atic line in
the left hand, phrase A returns.
changes in the repetition:

There are only a few slight

(1) a minor adjustment in the left

hand in measure 10; and ( 2) a pedal point on A-flat throughout
the entire phrase.
In the

two similar phrases which

comprise

section

c

(measures 14-19), Hindemith uses a variation of the harmonic idea
found in phrase B, but employs syncopation and contrary motion in
the manuals 27 .

Both phrases push to

clim x th ough

in volume and texture in measures 15 and 17.

A ,,m

Hindemith designates the final return of phr s
in measure

24

Langsam--slower.
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n

1

n
.nk n

Ab ginning

Here, the melody is presented in

strict canon at the octave level and at the time interval of one
beat.

Beautiful parallel sixth motion in measure 27 is made

possible by the combination of the descending tetrachord figure
found in measures 3-4.
The second section of this movement,

beginning in measure

29, is a chorale-like treatment of the cantus firmus emphasizing
a gradual building from pp to

fff through measure 44.

Althoug h

the original presentation of the cantus firmus was in A-flat
minor, this section has a tonal center of B. The cantus tirmus is
placed in the soprano, accompanied by free counterpoint ranging
from three to seven distinct lines. The movement ends tranquilly
with the final phrase of the cantus firmus presented in canon
(measures 44-49) at the level of the tritone, spaced two beats.
The second movement is based on the Tagelied
Wach auf,

mein Hort.

(day song)

The Tagelied refers to "a type of song

popular among the Minnesingers in which, ,dawn inevitably brings
with it the departure of the lover". 28
the tune appear below:
Awake My Treasure
"Awake my treasure,
Hearken to my word,
Note what I have to say;
My heart longs for you.
Woman, let me not despair,
I set before you all my desire,
Let me enjoy your pleasures,
Let me enjoy your love.
Give me your proud body,
Open your heart
And let me enter,
Delicate maiden;
And turn me from grief
Whicp I now have.
The fact that I cannot be with you
Is against my wishes."
58

The translated text and

"Ah, young man,
Stop pleading!
You are too wild for me.
If I granted your request,
I fear you wouldn't be quiet.
I thank thee dear guest
That you have given me
Your expression of love."
"I have no intention
Of placing your honor in jeopardy.
If one should question you
He would be answered discreetly.
You can count on it
And trust me, you pure woman.
Don't insult my integrity."
"Ah, young man,
Now prove yourself!
Sleep with me without worry.
No friendly request
Shall be refused till the bright morning.
Your friendly words
In this place
Soothe me and
Soften my heart."
The two lay there
Free of sorrow
Spending the long night in joy,
Until over them appeared
The bright day,
The bright morning light.
"Out of dire need
I cry to you.
Believe me,
Let our love endure."
The watcher stood at the parapet;
"If anyone is in hiding here,
He should go away
So he doesn't get in trouble,
Take leave of the beautiful woman,
Because it is the time.
Bright morning has appeared."
The woman stood by the window,
Her lover wanted to depart.
She kissed him on his red mouth,
He embraced her again.
She made him a little cross
Of whit pearls
Surrounded with green silk.
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From this place he departs
And begins to sing
Of how he had fared
With a woman.
Her proud body
Had received him with love.
He felt greatly moved
And began to write
A day-song
Of a beautiful woman.29

II

••
11

The cantus firnius is located in the tenor throughout this
movement.

Hindemith does not observe the repeat of the first six

mea sures of the folk tune and,

in addition,

lengthen s the

concluding note of each of the melody's phrases. Other than these
minor changes, the folk tune is unaltered.
The two part form of the folk tune (measures 1-7 and 8-1�)
is reproduced in the phrases constructed over th
a small binary form with a codetta.
the movement;

the theme appear._.

beginning in measures 1, 6, and 13.

ir1nu

The fir t 1

/2 m

n th m

o m

are important in that they constitute the m
of

c ntu

tot 1
Acting

o:t

h

u
m ,. ,

n int oducto y

statement, each occurrence of this theme marks the division
60

between the major sectio
ns of the movement.
That Hindemith was influenced by the
Baroque era is strong
ly
evidenced in this moveme
nt.
The gentle dotted rhythms
which
Permeate the movement resemble
the Siciliana dance rhythms
found
in the Baroque period.
In addition, the melodies found
in the
manuals contain a wealth of
delicate, Baroque-like ornamenta
tion.
In fact, this movement bears
a strong likeness to the
slow
movements of J.S. Bach's Trio
Sonatas, although Hindemith's
pedal
writing is a great deal less dema
nding (Example 38).
Example 38: Sonata III, mov. 2, meas. 1
Sehr langsam

cl

72)

,__._..,

r

pp sempre-legato

J.

s.

Bach's Trio Sonata Vin C Major, mov. 2, meas. 1

----The A section of the movement is
divid d n o w ph
The first introductory phrase
(measures 1-3)
pres nts th
61

m in

thematic material--a gracefully ornamented melody based on thirds
a descending melodic

This phrase is accompanied by

and fourths.

line in the pedal falling on the off beats.
then enters in measure 3 on beat 5.

m

of the
£/

section (measures

A

The cantus firmus·

It is joined by phrase two

presenting the rhythmic idea

3-6),

in imitation in the right hand. The pedal continues its

descending melodic line which was initiated in phrase one.
The main thematic material enters in measure

6

on the

concluding note of the first phrase of the folk tune (beat 5),
heralding the appearance of the B section.
phrase

movement--and the second
measure

of the folk tune--begins in

The first phrase of this section

8.

introduces the rhythm
manuals.

n

The B section of the

ft

(measures

8-10)

which is treated imitatively in the

Momentum, dynamic level, and texture increase until a

climax is reached at the beginning of phrase two in measure

10.

The phrase motivically states the rhythm used in phrase 2 of the
A section.
main thematic material appears

The last appearance of the
in measure

13,

marking the beginning of the Coda section.
firmus

last note of the cantus

The

is sustained throughout this

section, acting as· an interior pedal point. The Coda continues
the rhythmic patterns initiated in the previous sections as well
as the imitative character and descending pedal lin .
a

Of particular interest

in

this

used

in

the

motive

joy--

frequently

ITT.

perm�ates the

This figure, heard
movement.

As in

as

mov mcnt
Baroque

n)

representing

th

n,

p r od

to

s dn s

first movement through appropriate motivic figures,
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u

in

p

t

th

perhaps

Hindemith was trying to express the joy of the two lovers in the
text.
The final movement is based on the tune So wunsch ich ihr.
The translated text and tune appear below:

Rider's Departure
I bid her then a good night
With whom I was alone.
A word she spoke to me:
"We must now part;
Separate not with sorrow,
God knows the time
When we shall have joy again."
Nights I have spent with her
She would blush.
She turned to the young man:
"God be with you,
My grief and joy,
Parting brings great sorrow;
I have become aware of that."
The maiden stands at the window
And begins to sob.
"Remember, young man,
Don't leave me for long.
Come again soon,
My sweetheart,
Release me from heavy dreams."
The young man rode over the moor,
He turned his horse:
"God bless you, my darling,
Don't change your mind.
If God is with us
Our good fortune will return.
�arewell, my heart's true love." 30

�----_-_-h-J=
. 1J-+-=J-l-f=i
il --.--_-=�--�-:1-·--r=-x=-~-==-...::::=:= -===1-=:r=-:--f�=-�r--,-. -f �
r=

1

63

_: I

The text of the folk tune is that of great anguish at the
departing

of

a lover,

jaunty character.

but the accompaniment has a

cheerful,

This may appear to be contradictory,

even

illogical, given the suffering of the lovers in the text.

But

the text does end with the hope that "our good fortune will
return." In all likelihood, Hindemith was mainly concerned with
the musical portrayal of the tune rather than a literal and
programmatic representation of the text as seems to be the case
in the first two movements.31
Unlike the second movement,
tune remains intact.

the first repeat of the folk

Furthermore, rhythmic values of the cantus

firmus are unchanged.
The voices which are constructed over the

cantus firmus in

the pedal can be analyzed as a modified ternary form:
in the preceding movement,

ABCA.

As

the material found in the opening

measures (measures 1-7) reappears througho�t the movement and is
the main thematic material. These measures establish the rhythmic
patterns, the use of staccato in the left hand, and the exuberant
mood to be used throughout the movement.

In addition, the head

motive of the main theme is derived from measure 1 of the cantus

firmus. (Compare the cantus firmus with Example 39.)
Example 39: Sonata III, mov.3, meas. 1

Ruhig bewegt ()=n)
( I""----�=
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The A section (measures 1-27) opens with the main thematic
The initial idea presents an

material in the first 8 measures.

expanding interval motive in the soprano voice that has an
ascending direction (see measure 1), while measures 2-5 focus on
descending sequential patterns.

These first five measures are

joined by an independent staccato accompaniment in the left hand.
The next three measures are based on scale-like patterns and
contain syncopation in measures 5-6.

The staccato

accompaniment

begun in the opening measures is temporarily suspended.
The first half of the first phrase of the cantus firmus
enters in the pedal in measure 7 and is joined by what at first
seems to be an exact repetition of the opening
movement.

measures of the

Instead of continuing with what the listener expects,

Hindemith introduces a new idea,

but maintains the energetic,
Measures 10-11 are

lively character of the preceding theme.

The next three

based on harmonic fourths in a rising pattern.

measures contain what seems to be an alternation

between

"E

major" and "E minor" modes; the G# in measure 12 changes to a G
natural

in measure 13 setting

up the harmonic f luctuation

concluding in measure 15 (Example 40).

-------

Example 40: Sonata III, mov. 3, meas. 12-13
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The second half of the first phrase of the cantus firmus
enters in measure 15.

It is accompanied by sequential patterns

in the right hand rising almost entirely by

half-steps and a

descending pattern of parallel fourths in the left hand.

The

next two measur�s contain a rapid octave doubling passage in 32nd
notes which skillfully leads to a return of the opening eight
measures of the movement.
The B section (measures 27-41) is constructed over the first
half of the second phrase of the cantus firmus and contains two
new ideas which are repeated literally and motivically (Example
41). The first idea, stated at the tonal level of F, is found in
measures 27-28.
step lower),

It can later be found in measures 30-31 (a whole

measure 34-35 (a minor third higher), and finally

in measures 39-40 (again on F).

The first half of this idea (the

32nd notes) is hinted at in the last beat of measure 35 and is
motivically stated
43 and 47.

in

the c section of the movement in measures
is located in measures 28-30 and is

The second idea

based on an expanding interval motive derived from the first
measure of the movement.

This idea is briefly developed as a

rising triplet figure in measures 31-33 and is stated motivically
in measures 36-37.

The entire B section is accompanied by an

independent staccato line in the left hand.
Example 41: Sonata III, mov. 3, meas. 27-29

Ip,-
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Section C,

constructed over the second half of the second

Phrase of the cantus firmus,

contains two phrases.

Phrase 1

begins with five crisp chords built on superimposed fourths and
fifths

followed by two independent melodic lines based on the

head motive of the B section.
related to measures
firmus

8-9

with Example 42).

These chords

of the cantus firmus.

are motivically
(Compare cantus

Phrase 2 is a repeat of phrase 1.

Example 42: Sonata III, mov.3, meas. 41-42

The two measures that follow are transitional in character
and lead to the return of A; the cantus firmus is retained in the
Pedal.

These

measures state motivically the rhythms used in

Section B as well as make use of the staccato bass line which
Permeates most of the movement.
The return of A

in measure 54 is introduced by the rapid

octave bridge passage which was presented earlier in the movement
(measures 18-19).

The return duplicates its first

With the exception of the final three measur
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CHAPTER IV
GENERAL CHARACTERISTICS OF THE ORGAN CONCERTI

The two organ Concerti, written in 1928
Unique opportunity to compare
c h ar a cteristics.

and 1962,

offer

a

Hindemith's early and late style

In addition,

one is able to examine the

similarities and the differences in his treatment of the concerto
form itself.
Although the Concerti are very different,
share numerous similarities.

The most obvious is the fact that

both Concerti were written for dedications.·

Kammermusik Nr. 7:

the two works

Konzert fur

The first Concerto,

Orgel und Kammerorchester, op.

was written for the new organ of the Frankfurter
Senders (radio station of Frankfurt).1
The second composition,
46,

No.

2,

e nt itle d

Concerto

for

Organ

and

Orchestra

(1962),

was

c om mis sione d by the New York Philharmonic Society for the
inauguration of the new organ in the Lincoln Center for the
Performing Arts.

It was in the last year of Hindemith'

that the Concerto received its world premiere thcr .
himself

conducted the performance on April

2 ,

1963

lif

H'n cmith
n

w

jo ine d by Anton Heiller, Viennese composer and org ni t,
soloist.
Although Hindemith conceived the two Concerti on different
70

--

.

scales,

the basic premise of two groups of instruments being

pitted against each other {which is the essence of the concerto
Emily Cooper Gibson states that "While no one

style) is present.

choir of instruments is exploited,

each is represented in a

highly individual manner with a thorough knowledge of its
inherent strengths and weaknesses 11 • 2
Both Concerti are written

textures

and

frequently use imitative techniques, most notably the canon.

For

example,

in

polyphonic

the · second movement of the first Concerto is almost

entirely based on the canonic technique.

Of particular interest

is the opening 11 measures in which the theme is presented as a
canon at the diminished octave in the organ manuals.
there are no fugues written in either Concerto,

Although
both works

passages which are imitative in nature.

contain numerous

is an

Rehearsal I-Lin the last movement of the second Concerto
excellent example of this style.

Tertian and quartal/quintal structures are found throughout
the two Concerti.

As is typical of Hindemith's style, triads are

placed in important locations such as ends of phrases, sections,
and movements.

Triads are in

fact

the basis for the third

movement of the second Concerto entitled "Canzonetta in Triads,
and Two Ritornelli."
The most

significant

difference

Hindemith's conception of the

the second

Concerto is

minutes compared to 17).

th

Con

cop

th n th

1/3 longer th n th

This Concerto also requires

71

rti i
ond

two compo · i tion --th

Concerto is of considerably larger
fact,

between

n

ot.
ir t

(2

virtuosic

demands on the soloist, a characteristic not found in any other
of Hindemith's organ compositions.
second

Concerto,

Hindemith

In the last movement of the

specifies

alternations (measures 168-204).

challenging

manual

In the second movement, the

performer must make rapid changes in the registration as well as
These complex

deal with manual shifting (measures 63-77).

problems demand a facile technique and a performer who knows how
to make effective use of the instrument.
The second Concerto requires a full orchestra rather than
the intimate chamber ensemble found in the earlier work.
Concerto is scored for 2 flutes

This

(the second doubling the

piccolo), two oboes, two B-flat clarinets, two bassoons, contra
bassoon,
tuba,

two horns in F,

timpani,

glockenspiel,

celesta,

two trumpets in C,
bass

drum,

strings and organ.

Concerto, Kammermusik,

suggests

three trombones,

snare

drum,

cymbal,

The title of the first

a depar,ture

froin the larger

orchestra of the 19th century and a return to a smaller type of
chamber group.3

The orchestra for this Concerto consists of two

bassoons, and one contra-bassoon, piccolo, flute, clarinet, bass
clarinet, horn, trumpet, trombone, double bass, and organ.
Another interesting difference between the two Concerti is
that Hindemith gives extremely

specific

registration

for th

second Concerto while instructions for registr tion in th
are completely

absent.

premiere performance

of

Ross
the

Parmenter,
1962

who

r v

compo ition,

Hindemith actually asked for the specifications of th

w d

w ot

ir t
h
th t

org n th t

was installed at the Lincoln Center so he could write especially
for the instrument.4

In addition, Mr. Heiller assisted Hindemith
72

in setting up the organ registration for the Concerto.

This

Co nc erto i s the only work in which Hindemith consistently
indicated specific directions for registration.
Another dissimilarity which merits

attention is the fact

that the first Concerto is not as contrapuntally complex as
compared to the second. The 1928 Concerto includes a liberal use
of octave doubling and pedal points. Approximately 35% of the
measures assigned to the organ soloist in the first Concerto are
in octaves.5 There are also extensive pedal points. Examples are

found primarily in the last movement:

beginning 6 measures after

rehearsal B (27 measures), the 14 measures after rehearsal L, and
beginning 7 measures before rehearsal R (33 measures). Shorter
Ped al poi nts are found with regularity throughout all the

mov e m ents .

The 1962 Concerto rarely uses these techniques.

There are only two examples of extensive pedal poi�ts:
l-14

of the first movement and measures 75-79 in

measures
the final

movement.
In comparing the rhythm patterns and meters of the two

Co n c e rt i, a radical difference is immediately apparen t--the
rhythm of the second Concerto is immensely more complex.

In

fact, the rhythmic techniques found in this Concerto are nowhere
else found in
Hindemith's entire output for the organ. Ther is
an enormous amount of metrical fluctuation in
movements.
measure

ach of th

our

In the second movement the meter ch ng
Interestingly,

(measures 65-160).

Hindemith

y

r

t

fu s i on of duple and triple meter in measures 9-59 of this
movement by writing the organ part in 9/4 meter and the orchestra
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in 3/2 meter.
sedate,

By comparison, the first Concerto is much more

using traditional

rhythmic groupings

and

avoiding

metrical changes within a movement.
The harmonic language of the second Concerto is much more
complex than the harmonic language of the first Concerto.

There

are several examples of Hindemith's use of all twelve tones in
both

the

melody

and

supporting

harmonies,

Quartal/quintal

harmonies

(Example

43) .6

a typical Hindemith trademark,

are

much more prevalent in this Concerto than in the earlier work
(Example 44).
Example 43: Concerto for Organ and Orchestra, mov. 2, meas. 17-19

,---;;-.

Choir 8'I 4-'I 2'

__

Example 44: Concerto for Organ and Orchestra, mov. 4, meas. 1-4

The melodies of the sec6nd Concerto
greater

range

and

are more

Kammermusik work.

The interval of

Hindemith

is

"stamp",

Concerti (Example 45).
i

I

jagged than

readily

typically
the

th

g

n

sequences and the frequent use of major /minor seconds

h

y

m

Other melodic traits of H'nd m
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n

mclodi

fourth,

found in

involve ·

h

h
r

used

(

.

more liberally in the first concerto.7
Example 45: Concerto for Organ and Orchestra, mov. 2, meas. 9-12
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Kammermusik Nr. 7, mov. 2, meas. 13-14

In examining Hindemith's treatment of form in the Concerti,
there are again major differences.
more traditional forms.

The first Concerto relies on

The three movements

are cast in a

modified sonata, ternary, and modified sonata forms.

The second

Concerto, on the other hand, departs from traditional forms
altogether.

Generally, each movement is organized in large

sections with presentations of various thematic groupings by th
soloist and/or orchestra.

Hindemith does includ

resemble cadenzas which are tradition-lly found
form (see measures 122-208 of th
Concerto).

75

1

t mov m nt

n

h

n
h

Notes
1. The Kammermusik received its U.S. debut in Washington, D.C.
during Hindemith's 1929 tour.
2. Emily Cooper Gibson. "A Study of the Major Organ Works of
Paul Hindmeith. 11 Diapason, February, 1971. p. 23.
3•

Ibid, p. 2 2 •

4.

Organ Sonatas of Paul
"The
George Albert
Bolitho.
Hindemith." Michigan State University, Unpublished Ph.D.
dissertation, 1968. p. 122.

5.

Ibid, p. 122.

6.

Ibid, p. 127.

7.

Ibid, p. 126.

76

CHAPTER V
ANALYSIS OF THE ORGAN CONCERTI

Kammermusik Nr. 2 (1928)
The first movement, Nicht zu schnell, centers on the tonal
center of A and is a modified sonata form.

The Exposition begins

with a presentation of the cheery main theme (A) by the entire
chamber orchestra.

The

motivic figure found in the theme's

second and concluding measures (the interval of a perfect fifth)
will be used frequently throughout the movement

(Example 46).

The second presentation of Theme A begins 9 measures after
rehearsal A and is given by the organ.

Although harmonized

differently, the melody remains unchanged. In both presentations
of the theme,

a two-measure extension is added; the second

extension is an inversion of the first (Example 47).
Example 46:

Kammermusik Nr. 7, mov. 1, 9 meas. after A
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Example 47: Kammermusik Nr. 7, mov. 1, 7 meas. after A

;-ri-i 1

�=H
$J
Tutti

. .

Kammermusik Nr. 7, mov. 1, 8 meas. before c

..._,____
The second theme of the Exposition
imitatively by
center

of

Theme B

contains

contrasting

jagged leaps of major 7ths and augmented
wise

triplet

introduced

is

6 measures before C and has a tonal

the organ

E-flat.

(B)

figures (Example 48).

figures:

(2) step

octaves; and

This

theme is

(1)

accompanied

by a modified statement of Theme A in the tonal center of c by
the bass clarinets,

bassoons and contrabassoon.

based on the principal motive of Theme A

An extension

(the interval of the

fifth) is added 6 measures after C by these instruments.
48: Kammermusik Nr. 7, mov. 1, 6 meas. before C
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Example

The

first

four

measures of Theme B are taken

over

by

a

clarinet solo 11 measures after c, a semi-tone higher than its
original appearance.
clarinet 3

The bass clarinet and horn interrupt the

measures later,

fragmenting the leaping motive of

Theme B with the perfect fifth motive from Theme A.

Meanwhile,

the organ is assigned material derived from the head rhythmic
motive of Theme A and the concluding triplet figure of Theme B.
The Development begins 3

measures after D with a tutti

statement of the head motive of Theme A.
presents new thematic material

Against this, the organ

(lively scale-like figures in

octaves) while the woodwinds imitatively develop the second
phrase of Theme A.

Roles are reversed in 5 measures before E-

the woodwinds are now assigned the new thematic material and the
organ is given phrase two of Theme A.
At rehearsal E, the orchestra focuses on the development of
the head of Theme A while the organ states the new thematic
material motivically; the principle motive of Theme A
perfect fifth)

is cleverly disguised in this passage.

(the
Seven

measures before F, the solo organ states the head rhythmic motive
of A in a thick, block chord texture which is concluded with a
statement of the last four measures of Theme A.

These measures

are unusual in that they are the only instances of homophony in
the entire movement.
Two measures after F, the organ dcvelopu Th m
brass and woodwinds: (1) state the second phr
develop the head motive of A sequentially;
motivically the last phrase of A.
79

of

D whi
Th m

nd

( 3)

th
A; (2)
t

The

Recapitulation beg ins

2

measures

after G with an

abbreviated statement of Theme A in the original tonal center of
A.

Without pause,

the Coda begins 9 measures after G.

the organ further develops '!'heme

point,

A entirely

At this
in octave

doubling while the orchestra introduces new material originating
from the head motive of Theme A.

orchestr;:il activity gradually

decreases until it completely drops out 6 measures before the end
of the movement.

The organ presents the final tranquil measures.

Movement 2, Sehr Langsam und r;an;,; ruld. <J , is in a three-part
form;

the organ part is written in the texture of a Bach Trio

Sonata.

The first part consists of the first eleven measures of

the movement and

is in the tonal center of A.

introduces the main theme of the

The organ

movement as a canon at the

diminished octave at a distance of 1 measure.

At rehearsal A,

the end of the canon elides with what seems to be a repeat of the
main t heme,

but

after

two

measures

breaks

down into

free

counterpoint. Throughout the A section, the pedal is assigned a
descending ostinato figure (Example 49).
Example 49: Kammermusik Nr. 7, mov. 2, meas. 1-2

------no

The second section of the movement (based on the thematic
material of the first section)

is imitative in character.

It

begins with an altered statement of the theme by the flute at the
tonal level of E-flat.

Two-and-a-half measures later, the oboe

enters with the first phrase of the theme at the tonal level of G
(a minor sixth lower than the previous entry).

At this' point,

the flute begins to function as free counterpoint to the oboe's

entry.

The primary motive of the theme enters at rehearsal B

Played by the clarinet and bassoon.
Five measures later,

the main motive is treated imitatively

by the trumpets and trombones.

At this point, the organ abandons

the subsidiary counterpoint which it had been given earlier and

begins

to develop a

small rhythmic motive<)

theme.
The third and final section
rehearsal

c

Jffl ) from the

of the movement

at

begins

with a restatement of the theme.•in the original tonal

center of A and is presented as a triple canon between

the organ

and woodwinds. This procedure begins in the manuals of the organ

as a canon at the octave at the distance of 1 beat.

The bass

clarinet and bassoon then enter 1 measure after C as a canon at
the diminished octave at a distance of 1 measure with the organ.
As in the first section of the movement,
de scending ostinato figure.
The
movement,

Coda,

overlapping

-

)

Jffl

the

begins 2 measures before D

theme.in an imitative

i'i

with

fashion.

the pedal contains a

third
and fr

Hindemith

section

o

th

ly

fre ly

figure which originates from measure 2,

h

d v

op

th

nd conolud

the movement with the statement of the first phrase of the them
81

at Langsamer.
The third and longest movement is centered in the tonality
of C and is cast in a modified sonata form.
begins with the presentation of Theme A

The Exposition

(the primary thematic

material of the movement) by the orchestra in a fugue-like
The solo organ enters 6 measures after B

manner (Example 50).

with an altered version of Theme A.

The head motive remains

unchanged and is treated in a sequential-like

manner.

This

version of Theme A introduces new motivie ideas which are used
later in

the movement.

The organ's exposition of the main theme

is constructed over chromatically descending lines in the two
interior voices and a pedal point on octave C's in the bass.
Example 50: Kammermusik Nr. 7, mov. 3, meas. 1-2

After a tutti statement of the head motive of Theme A 2
measures before c, the flutes
repeat of

the theme.

values is added.

and clarinets continue with a full

A six measure-extension in long note

The clarinet then makes an allusion to

materials used in the second measure of Them
measures following rehearsal D.

Meanwhile, th

ight

A in th
or

n

n

new, chromatic subsidiary material.
The second theme of the Expo ition

:I

(B) b

after D and is presented by the solo org n.

82

'l'hi

u
th m

h

two

..

motivic ideas:

(1) a rocking figure in the pedal closely related

to the second measures of Theme A;

and

(2) an imitative idea

found in the manuals based on the first idea (Example 51).
Example 51: Kammermusik

3, 7 meas. after D

Kammermusik Nr. 7, mov. 3, 8 meas. after D

After Theme Bis heard at several different tonal levels,
the organ and woodwinds begin to develop its head motive
imitation at rehearsal E.

in

The imitation is interrupted in the 5

measures before rehearsal F with an octave pr
motive in the manuals and pedal.

At rch

assigned the second motivic idea of Th m

Momentum and volume increase

h

n
,nc.

O wh

the woodwind section continue fragmenting th

83

nt tion o

until

um n

f

h
tho

c

m x o·

h

movement is reached 7

measures before rehearsal G with a

statement of Theme B's primary motive in the woodwinds.
point,

the organ is assigned crisp,

chordal "pedal

p oint" based on superimposed fourths and fifths.
7

measures after

G--the

At this

chordal structures until

rehearsal G, where it is then given a massive
reversed

:f:f

orchestra

is

Roles are
assigned

a

reiterated pedal point on high G-sharp while the organ treats the
head motive of Theme B with concluding trilled flourishes.
The closing theme of the Exposition is immediately announced
by the organ

at rehearsal H and illustrates Hindemith's fondness

for the repetition of small melodic/harmonic

fragments

extensive use of interior pedal points.

and

the

Theme c strongly

contrasts with the earlier themes in that it is strictly

of

homophonic texture whereas the others are entirely polyphonic.

A

final, tutti statement of the primary motive of Theme A by the
orchestra enters five measures before rehearsal I. ·· A concluding
reiterated pedal point on high E, bearing a strong resemblance to
the one found in rehearsals G-H, is added.
The Development
entries

of

the

head

(rehearsals I-N)
motive

instruments in the orchestra.

of

Theme

begins with imitative
A

by

each

group

One measure before L,

of

there are

two full statements of Theme A presented by the trumpet

and

clarinet followed by a statement of Theme B's primary motive by
the flute.

These measures are accompani-d by

high G-sharp in the organ.

w

The p d 1 point

into an extended version of Theme B

or or

n wh

develops the primary motive of A sequ ntially
D-sharp, F, G, and A levels.
84
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The Recapitulation begins at rehearsal N and is an excellent
example of a technique used in many of Hindemith's chamber works
-reversing the order of the themes in the recapitulation.1

A

full statement of Theme Bby the organ opens this section of the
movement while. smaller fragments of the
woodwinds.

theme are played by the

Five measures after rehearsal P, a statement of Theme

Band the closing theme is shared by the organ and orchestra.
Theme A is finally announced
incomplete statement.

7 measures before R, but as an

It is neatly combined with Theme B and

treated imitatively (Example 52), a procedure which was used in
the first movement of Sonata I, measure 329

(Refer to Example

25). The combined themes eventually lead to an

extended version

of Theme Bin the 16 measures after rehearsal R.
statement of Theme C appears

9

An additional

measures before s.

Example 52: Kammermusik Nr. 7, mov. 3. 7 meas. before R
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I

the

Recapitulation,

begins

7

me

ur

announcement of the head motive of Th m
horns.

w th

t
A by

The combined Theme A and Bis rec 11 d
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n lu

h

The Coda, its beginning overlapping with

I

I

-----h

h

n
nd

trum
t

n

r

1 T.

Meanwhile, the organ is

given simple chordal structures up to

the final, triumphant C chord by the entire orchestra.
Concerto for Organ and Orchestra (1962)
Hindemith appropriately labels the first movement of the
second concerto Crescendo

as there is a constant increase in

volume from pp in the beginning to

ff

orchestral

is

increase

in

dynamics

at its conclusion.
achieved

successive addition of groups of instruments.

through

The
the

Low strin gs

(cellos, basses, and violas) open the movement, the woodwinds are
added, the full string and brass sections enter, and finally the
full orchestral sonority is reached.

This procedure strongly

parallels the process during the movement by which the organ
achieves its louder dynamic levels through the addition of stops.
This movement, although in no set form, is div,ided into six
distinct presentations of the main thematic material.

Each

recurrence of the theme is slightly altered through changes of
tonal centers,

and a few cases of octave displacement, altered

intervals, and enharmonic respellings.
fourteen

The theme itself is

measures in length and is generally composed of P4 and

major /minor 2nds.
measures 4-6.

A dramatic use of

the

tri tone occurs in

The melodic line has an arch shape:

it begins in

a low register on G-sharp, pushes towards its summit on

high E-

flat in measure 9,

n

then gradually work

lower range once again.

86

it
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An outline of the movement is as follows:
Movement 1 (Tonal Center--G#)
FIRST PRESENTATION OF THEME..............................mm. 1-14
The main theme is stated by the cellos with harmonic support
by the basses

provided
low C .

and a pedal point in the organ on

The dynamic level is pp.

SECOND PRESENTATION OF THEME............................mm. 14-27
The

theme

appears

accompaniment

in

in the

cellos, basses) and

the

organ

with

an

inactive

lower stringed instruments (violas,

random punctuations by the bass drum.

The dynamic level is p.
THIRD PRESENTATION OF THEME.............................mm. 27-40
Flutes and oboes,

joined occasionally by the piccolo and

first clarinet, present the theme.
provide the

The remaining woodwinds

harmony while the organ states freely composed

counterpoint, based largely on movement by seconds, in the
manuals.

The dynamic levels increase from p

to mf.

FOURTH PRESENTATION OF THEME......................•...•.mm. 40-57
In the first six measures of this presentation,
introduces material which is directly linked to
2-3 measures of the movement.
imitatively
levels),
right

(at the "C-""harp"

45 by the full string choir.
key center,

stated

in the pedal and left hand (at the "D" and "F"

theme, now at the tonal level
II

the opening

The "new" material is

with two additional statements

hand

the organ

there are
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also minor

Th

ng
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h

intervallic relationships as well as instances of octave
displacement.
In measure
40-45

47, the "new"

by the organ)

theme

(introduced

is transformed into a

intervallic variation of the main theme.
pitted

in measures
rhythmic

and

This variation is

against the head motive of the main theme in the

violins, creating

canonic-like

interplay

between

the two

The dynamic level begins at mf and increases to f.

groups.

FIFTH PRESENTATION OF THEME .••••••••••••.•••••••••••••••mm. 57-68
The theme, now at the tonal level of B-flat, is stated as a
canon between the Harmonic

Trumpet stop

the B-flat trumpets of the orchestra.

of the

organ and

In measures 57-59,

the horns play an inversion of the main theme, but for the
most part the brass instruments function
support.

as harmonic

At this point, the woodwinds' sole function is to

provide graceful trilled flourishes.

In

measur e

64 ,

Hindemith beg ins to push towards a climax through the
of

introduction
(

At

fJ J
the

)

an

energetic

rhythmic

ostinato

pattern

in the snare drum.
of the canon in

conclusion

measure

68,

the

"new" theme returns in the organ, treated in an imitative
style as when first introduced.
hand at the "B" level,

Entries begin in the right

the left hand at the "D" level,

the pedal at the "E-flat" level,
hand at

the "F-sharp" level.

and

g in

B g'nn ng

rhythmic ostinato is now taken over by th
successive
1 and 2' and

entries:

first the horn._.., , fo

finally trombones.
88

in th

n m
b

r ght
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The dyn mic 1 V 1 is f.

n

SIXTH PRESENTATION OF THEME...........................•• nun. 73-83
It is in this presentation of the theme that the climax of
the movement is reached in terms of dynamic level

(ff is

heard for the first time) as well as orchestral size (the
full orchestra is used).

The theme is presented in its

original tonal center {G-sharp) as a triple canon between:
(1) the organ;
horns,

( 2) low orchestral instruments

cellos);

{piccolos,

and

flutes,

(3) higher orchestral

violins,

and

violas).

(bassoons,

instruments

The

remaining

woodwinds continue the trilled flourishes which began in
measure 57

while the other instruments of the orchestra

provide harmonic support.
CODA•••••••..•..•......•.•.••.•.•.••.• ·•· .•.•...•..•••••mm.

83-96

The first phrase of the main theme becomes the emphasis of
final section of the movement.

this

First,

the

organ

presents a homophonic setting of the phrase in the tonal
center of F as a solo in measures 83-85. It is immediately
followed

by

a presentation

of

the phrase in measures 85-

88 in the tonality of B-flat played by the
instruments and
instruments

are

consisting of

parallel

assigned

trombones, and rapid
The

The remaining

trumpets.

active

high wind
orchestral

accompaniment

roles

thirds and seconds in the horns and

arpeggios and

homophonic version of phr

cales in th

e 1

the organ alone in measures 80-91, th·�

th n
m

n

tring .
t

h

by

n

y

of E.
The movement closes alternating the concluding

89

gm nt

o

...

this phrase between the high woodwinds and the organ. This
fragment is based on the "new" theme introduced
Chromatic

40.

lines

in

the

in

measure

lower woodwinds and rapid

descending scales in the violins and violas serve as the
accompaniment.
The second movement, again in no specific traditional form,
The first section

can be divided into three large sections.

(measures 1-78) assigns specific themes to the the organ and to
the orchestra.

A restless,

Theme A,

violas opens the movement.
length,

leggerio theme

emphasizes the fourths

assigned to the string section.

and

stated by the

only four
fifths,

measures

and

is

A staccato theme (B}

measure 5 and is given to the trombones,
Theme B,

(A}

also four measures in length,

timpani,

in

always

enters in

and basses.

is combined

with the

opening material of the movement.
The organ enters in measure 9 with a jagged, leaping melody
(Theme C} two times the length of each of the themes assigned to
the orchestra.

The head motive of Theme C bears a striking

resemblance to the head of the principle theme of the third
movement of the first Concerto (Example 53).

Angular Theme C

emphasizes leaps of fourths and tritones, and provides effective
contrast to
meter while

Themes A and B.

The organ part is written in 9/4

the orchestral parts are

written in 3/2

creating a complex fusion of duple and tr'pl

m t r .

Example 53: Concerto for Organ and Orchovtl , mov. 2, m
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m ter,

Kammermusik Nr. 7, mov. 3, 6 meas. after B

,___________
Measures 17-79 are primarily devoted to the development of
Themes B and C.

With the exception of three brief interludes by

the orchestra stating their assigned themes
motivically),

this section is entirely

(literally and
The

for organ solo.

development begins in the left hand with a literal statement of
the first four measures of Theme c at the tonal level of A.
of this
right hand then takes over the development
:

The

theme

in

measure 21 joined by an accompaniment based on major seconds and
fourths.

free counterpoint in

Both lines break down into

measures 24-25.
The development is interrupted in measures 26-33
orchestral statement of Themes A and B.

by

an

The organ briefly enters

in measures 33-35 developing the head motive of c, but is cut off
suddenly by the strings presenting a variation of Theme B�
The

head motive of Theme C

is developed imit tiv ly

measures 38-43. A complete presentation o

,I '

Th m

C

level of D-sharp follows (measures 43-48),

ccomp ni

moving, static harmonies in the bas , pd·

po n

t

h

in
n
o\./-

by

n

n

chromatic line in the left hand, and a pizzic to rocking figur

91

,..

in the strings.

A second, abbreviated entry of Theme c is given

by the solo organ in measure 52 at the tonal level of A-sharp.
The accompaniment in the left hand and pedal continues without
change.

The development is interrupted a

orchestral interlude in measures 59-63 with

final time

by an

complete statements

of Themes A and Bin their original forms.
The first section is concluded with a cadenza-like organ
solo featuring rapid manual alternations in measures 63-79.
Although at first glance this passage appears to be freely
composed, upon closer inspection, fragments of the head and
middle motives of Theme C are present.
figure which begins in measure

68

A descending

3-note

helps to unify the passage

(Example 54).
Example 54: concerto for Organ and Orchestra, mov. 2, meas. 72-73

Organ

The second section of the movement begins in measure 79 and
is

in two distinct

parts.

chorale-like treatment of a

The

first

part

begin

new theme marked Dole

with
a

th

mpl

New material is then heard in altern tion b tw
sections of the orchestra and the org n;

, ir t by

h

w o win

in the tonal centers of C (measures 89-94), follow d dir ctly by

92

an organ presentation using reed stops and in the tonal center of
A (measures 84-89) .

The brass section immediately follows with

an appearance of the theme in the tonal centers of E and c
(measures 89-94) .

Measures 94-105 are an extended version of

this theme played by the organ and strings.

A final presentation

of the theme, although not a literal statement, is made by the
harmonized by the brass

unison strings (measures 105-110) and
section.

The high woodwinds borrow thematic material from the

organ part in measures 63-79

while the lower woodwinds, tuba and

basses provide a pedal point on D.
Of particular interest is the rhythmic organization of this
section; the meter changes with
repeated pattern of:

every

measure.

2/2, 3/4, 5/4, 3/4.

It follows a·

Although the texture

and style of this , section is more relaxed than the preceding
section,

the frequent rhythmic changes continue the restless,

unsettled mood which is characteristic of this movement.
(measures 110-164)

The second part of this section

an extensive pedal part,

dramatic organ "cadenza" which includes

a feature not found in any other of Hindemith's
(Example 55).

is a

organ

works

The "cadenza" begins with a new theme (measures

110-129) in the pedal that contains a triplet figure.

Measures

130-146 use material derived from the earlier organ "cadenza"
(measures 63-79) and involve manual changes.
theme returns, though slightly modified, in m

The chorale-like
sur

is played on high pitched 2' and 1' stop� jo n d by
in the right hand on a high F and is m

93
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Quit .

148-1
p d
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Example 55: Concerto for Organ and orchestra, mov. 2,
meas. 117-119

After a brief four-measure transition

(measures 160-163) ,

the third and final section of this movement begins. ,

It is

constructed much in the same manner as the first section:
specific themes are assigned to certain sections of the orchestra
and the organ.
manner

The orchestra treats Themes A and B in the same

as in the first section of the movement.

The organ,

Theme C, plays instead the extended

rather than returning to

version of the chorale-like theme introduced in measures 98-110.
All three themes are effectively combined until measure 180.
Here, the organ presents a variant of Theme A while the timpani
continues with Theme B.

The final measures present Theme A in

unison by the woodwinds and strings with a final, dramatic organ
flourish.
Hindemith's fondness for Baroque musical style is evidenced
in the third movement, canzonetta in triads, and two Ritornelli.
The movement is modeled on the free multithe 17th century.

ction 1 c nz n

The term canzona o igin lly

n
n

instrumental arrangement of a polyphon c clllWS n.
word canzona and the French word cllanson h v
--"song". 2

Most canzonas

typically
94

id nt

b gin with th

1n

n n

rhythmic

figure

JJ

o

the canzona

J )

or

was

not

confined

During
to

the

a

pattern and could be constructed in many ways.

17th century,

predictable formal
This movement is

composed much like organ canzonas of Frescobaldi.

They feature

sections which alternate between slow, homophonic textured and
faster imitative sections. 3

Hindemith makes this distinction

clear by assigning the slow, homophonic sections {the Canzonetta)
to the organ and the faster, imitative sections (the Ritornelli)
to the orchestra (Example 56).
Example 56: Concerto for organ and Orchestra, mov. 3, meas. 1-4

Organ

concerto for Organ and Orchestra, mov. 3, m�as. 33

·gra
.. ·,-:).·

Viol. 1.

(div.) . ,

·· con �rd.
PP molfo /ego.lo
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An outline details the formal analysis of this movement:
Movement III

CANZONETTA .

Tonal Center--E-flat

• • . • . • . • . . • • . . . . • • . • • • • • • • . . . • • . . • . • • • . • • • • • • • mm.

1-3 3

The movement begins with a statement of the Canzona theme
for manuals alone in measures 1-16.

It is immediately

followed by a second presentation of the theme in measures
In this second presentation,

17-28.

the theme is altered

by:

(1) abbreviating the form;

(2) reharmonizing the theme;

( 3)

adding a simple part for the pedal.

Measures 29-32

present a final, abbreviated version of the Canzona theme to
round out the Canzonetta section.
RITORNELLO..............................................mm. 3 3-64
The

imitative Ritornello provides

slow-moving,

homophonic Canzonetta

numerous independent lines.
different

great

character:

imitative step-wise

contrast

theme

by

to

the

use

of

Each of the string lines has a

the violin L· part consists of an
theme using dotted rhythms;

violins

II play steady pizzicato material employing many leaps.

The

part contains graceful glissandos while the basses

cello

and woodwinds are given sharp, marcato "chords."
In measure
material
unison

48,

which

the second violins and cellos abandon the
had been

another distinct

assigned to them and introduce in
element--a

three measure
m

melodic line which is treated sequentially through
56.
first

The dotted theme,
violins and

which w

violas,
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timpani and woodwinds com

to

increasingly more chromatic.
assigned to the basses,

i

in't

1 g to

�

sudden

in

halt

point (involving
measure 60.

54

measure

with a massive, chordal pedal
until

and basses) sustained

woodwinds

The final measures (measures 60-63) of dotted
the second Canzonetta.

lead to

rhythm in the strings

CAN Z ONETTA............................................mm.

6 4 -1 O 6

The first phrase of the Canzonetta theme is presented in
inversion in measure 64.
unrecognizable,
unchanged.

The theme then becomes . totally

al though the

As in the

first

repeated two additional

homophonic

Canzonetta,

style

remains
theme is

the

times with changes in the melody,

harmony, texture and length.
RITORNELLO••••••.•••••••••••••••••••••••••••••••••••••mm. 107-175
This

second

Ritornello

continues the concept

material,

new

introduces

but

of contrast to the Canzonetta through

greater textural complexity

and a faster tempo.

are assigned rapid scale-like material which

The flutes
is

flutter

tongued while the muted horns are given simple, slow-moving
material which is also flutter tongued.

Static sextuplet

figures in the muted trumpets and trombones provide harmonic
support while the muted tubas are assigned a contrasting,
jagged theme.
In measure 12 o,
augmentation
pedal.

the organ adds the Canzonetta theme,

and constructed over a simple b s

At the same time, the dott d rhythmi

the first and second Ritornello
the strings.

r
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The resulting combine tion

many contrasting elements att
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skill as a compositional craftsman.
In measure 153, the first phrase of the Canzonetta theme is
repeated but with a thicker harmonization.

Although the

effect and homophonic texture is maintained, the theme is so
drastically altered that it is no longer recognizable after
measure 160.

By this point, the orchestral complexity has

gradually decreased.

All instruments (excluding the organ)

completely drop out in measure 176.

co D ETTA . . . . . . . . .. . � . . . . . .

. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . mm • 1 7 6 -181

The solo organ imitatively treats the first phrase of the

Canzonetta theme.
hand,

It

enters three times--in the right

left hand and pedal, respectively.

The movement

concludes on a simple, open fifth chord.
The final and longest movement of the Concerto is entitled

Phantasy

on 'Veni, Creator Spiritus'

(Come,

Creative Spirit).

Because this composition was a commission for an important new
concert hall and new organ, Hindemith might have chosen this hymn
as the basis for the Concerto as an appropriate "blessing" for
the occasion.

Furthermore,

the

text

deals

with

creative

inspiration, a fitting subject for a hall and organ which would
be used for future creative purposes.
text and the melody are as follows:
Come, Holy Ghost, our souls inspire,
And lighten with celestial fire;
Thou the anointing Spirit art,
Who dost thy seven-fold gifts impart.
All praise to Thy eternal merit,
o Father, Son, and Holy Spirit!
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The first stanza of the

/

Veni, C7eator Spiritus, from The Liber Usualis, p. 885
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Eni Cre- a-tor Spf-ri�tus, Mentes tu- 6rum v!-si-ta :

• �- • • • •·
••
rImple su-pcrna gra-ti- a Quae tu ere- asti pecto-ra. ·
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Hindemith's interpretation of the hymn, which is introduced by
the organ, is as follows:
2

4

3

r r7
2."'-__ 3 ___
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The movement's form closely resembles that of a theme and
four variations.

It begins by presenting the th m --Hind mith'

own harmonized version of the

9th

Spiritus--phrase by phrase.

Betwe n

entire

in

o rchestra

exclamations.

bursts

with

C

ch phr

h

hymn,

nt,

b

An outline of this proc du
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Introduction of theme (Key center/B-flat)
mm. 1-5/phrase one of the hymn is played by the organ
mm. 4-8/fanfare theme is played by the full orchestra
mm. 8-11/phrase two of the hymn is played by the organ
mm. 10-14/fanfare theme
the orchestra

is

repeated (slightly altered) by

mm. 14-18/phrase three of the hymn is played by the organ
mm. 18-20/abbreviated
the orchestra

version of fanfare theme is heard in

mm. 20-23/phrase four of hymn is played by the organ; the
orchestra continues fanfare idea as a bridge to
Variation I
Variation I

Allegro energico,

(measures 23-83),

presenting a rhythmically energetic theme
length by the clarinets and oboes.

begins by

five measures in

This theme, using the head of

the first phrase of the hymn tune,

is extended with Lombardic

rhythmic figures in measures 27-29.

It is then treated in a

fugal manner

through imitative entries in measures 23-52,

and

then through the development of various thematic fragments in
All voices which are not

measures 38-43 and measures 52-75.

involved with the treatment of the theme are generally assigned
chromatic movement embellished with trills.

The solo organ pedal

enters in measure 52 playing the chant in augmentation

It is an

exact transposition of the hymn to the tonal level of E-flat.
Excitement and

volume build

until

steadily

full ff

Variation I is reached in measure 75 with
the

theme

by

the

woodwinds

and

0

trin

immediately with a second full stet m nt

y th

clim x

the

t t m nt o
0

b

G

of

w d

no,

bassoon, tuba and low strings.
Variation II (measures 84-122) i
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•
that the material used in this variation is also derived from the
head of the first phrase of the chant.

This new theme is

presented in the organ manuals as a strict canon at the fifth,
accompanied by

delicate material (also derived from the first

phrase of the chant) played by the celesta.

During the canon,

the entire chant is played pizzicato by the lower strings in a
rhythmically altered form.
In measures 102-119, the canon is reassigned to the trumpets
and cellos, but is less strict and contains modifications in the
rhythmic values and alterations in the melodic lines.

During the

canon, the hymn is repeated by the horns, again in a rhythmically
altered form.
delicate,

A third element is added in measures 105-117:

unmeasured passages assigned to the organ.

This

compositional style comes as a complete surprise as it is unique
in Hindemith's entire output for the organ.
A final element in

Variation II which merits attention is
/

the inclusion of the French Renaissance folk tune, L'homme arme
(The Armed Man)

played as a duet by the tuba and glockenspiel in

measures 103-120

(Example 57).

This tune was used by nearly

every composer in the late fifteenth and sixteenth centuries as
the cantus

firmus

for Mass settings.

It was later banned from

Hind mith do
liturgical use because of its secular origin .
/
mov m nt th t
not indicate why he choose to use L'homm arme in
otherwise has religious overtones.

one might spocul t

th t

because the organ was being dedicated in a "secul r" building

nd

not a church, Hindemith may have felt obliged to give equal time
to both the religious and secular worlds.
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Its inclusion also

/

.

,

' \

underliryes the composer's interest in and knowledge of mu
sic
history.
(Refer to Appendix II, p. 109.)
Example 57: L'homme arm£4
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Measures 122-208 are an organ cadenza that sparkles with
rhythmic vitality and colorful registration.

It is

II

free 11 '

employing several meter changes and alternating between broad
maestoso and exciting vivace tempos.

Several appearances of the

hymn tune are cleverly disguised throughout the three sections of
the cadenza.

In the first section (measures 122-167), the pedal

line presents the chant

(using octave displacement)

phrase by

phrase; each is separated by rapid, fanfare-like passages in the
manuals, much in the same manner as the opening
movement.

The fast alternating chordal figure

in m

135 bear a strong resemblance to passages in th
of Sonata

II

( Example

58).

The

chant

ction of th'

melody

ur

126-

ir t movom nt
is

r p

t d

beginning in measure 168 in the left hand; all four phrases are
presented without interruption but with rhythmic alterations and
102
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octave ., displacements.
staccato

figures

in

The melodic line is accompanied by
the

right

hand

which

are

made

more

interesting through brisk manual changes in almost every measure.
The final appearance of the chant begins in measure 185 in the
right hand in the uppermost voice, again rhythmically altered and
i

employing octave displacement. The manual changes which began in
•

the previous appearance of the chant are continued, but with less
frequency.

n

In addition, the accompanying rhythmic counterpoint

is the repeated (

1

J )

figure.

By measure 201, the chant

is completed and a 6 measure modulatory extension continues the
repeated rhythmic pattern introduced in measure 189.
Example 58: Concerto for Organ and Orchestra, mov. 4,
meas. 131-132

Sonata II, mov. 1, meas� 41-42

Variation III (measures 208-261) introduces

noth r n w them

presented in unison by the flutes and first cellos with harmonic
support provided by the remaining strings.
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This melody, unlike

/

,.

the other themes used in the movement, is not based on the h�n
tune.

Furthermore, it is of a lyrical, fluid nature and is an

excellent example of Hindemith's

gift

for

expressive

melodic

writing.
The chant finally makes an appearance in measure 222-233;
the first two phrases of the chant are played in octaves by the
muted horns and trombones.
phrases,

During the presentation of these two

the organ takes over an extended version of the new

theme followed by a free development of the melody in measures
228-246.

An inverted version of the new theme appears in

measures 233-243 and 247-257 for flute and viola, and Hindemith
fragments small units of the theme in measures 243-245 and 257267.

The final

two

phrases

of

the

chant

are

presented

in

measures 247-260, again in the horns and trombones but the mutes
are removed.
Variation

IV

(measures 261-300)

returns

to

the

original

tonal center of B-flat and to a final, brilliant statement of the
chant. Each phrase of the chant is divided between the organ and
the orchestra

(woodwinds

and

brass

section only) .

It

is

accompanied by exciting flourishes in the flutes, clarinets and
bassoons with rocking pizzicato figures in the string s ction.
The last

phrase

of the hymn

is

then

rep ated

(b ginn n

measure 277) by different sections of the orchc tr .
emphasizes a distinct tonal center, creating th
to build to a triumphant finish.
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APPENDIX .I
Letter (excerpt) from Emma Lou Diemer, Santa Barbara, California
to
Paul S. Hesselink, Farmville, Virginia
February 28, 1992
As for information about Hindemith for your student, Angela
Brame,
I did not, by my choice,
I can give a few "tidbits".
study composition with him, but was in his theory classes,
specifically the ones having to do with the history of theory and
2-and 3-part counterpoint.
We used his books for these.
This
was back in 1947, my first year at Yale as a Junior (I had gone
to Eastman for my Freshman year and then back to the college in
Missouri for my Sophomore year because it had instituted a BM
degree, but went on to Yale for my BM and MM in composition).
Hindemith impressed me by saying "hello, Miss Diemer" early in
the semester when we passed in the hall--funny, what one
remembers.
{Teachers don't always know students' names at any
point in a big class). (Another interesting aside:
one of his
teaching assistants was Mel Powell!)
Anyway, Hindemith was very quick:
he moved quickly, talked
quickly, wrote at the blackboard quickly. He was quite a short
man and compact (not chubby), neatly bald.
He had a sense of
humor--a bit mischievous, I believe, and I cannot remember any
instances of his being sarcastic or overbearing--as teachers,
even famous ones, can sometimes be.
Once a student asked if he
wrote at the piano, and he pretended'. to finger a string
instrument and said (with a twinkle) that he wrote at the viola.
As is well-known, he played most of the instruments, but I rather
doubt that he wrote "at" any of them very often.
In his discussion of counterpoint, he would go to the board and
write one line, then add another in counterpoint to it, then
another--all of this very quickly done, in typical "Hindemith"
style.
This was a perfect demonstration of his method of
composing, of the linearity of his music, the need to make every
line logical and well-balanced intervallically and rhythmic lly
with the others.
In all of his mus ic this lin rity
nd
contrapuntal integrity are evident.
Other elements that he and his T.A.'s empha iz d w
tonality" of the middle of phrases, with th
endings (those consonant cadences) quite ton 1.
consonance and dissonance were important in h'
there was, in the beginning, a lot of tudy of h
theory and of sound (the harmonic eri s, the Pyth g r n
the monochord, etc.). My interest was mainly in writing
and I--perhaps everyone else--got all A's.
I was intent on not writing like a Hindemith clone, particularly
because I thought his music often lacked metrical interest
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(unlike Stravinsky's) and color, but I did admire the adherence
to logical lines-- each one making sense-- and this attribute is
very strong in my writing.
The other thing that influenced many of us certainly me--was his
writing of Gebrauchsmusik, probably the most important kind of
music a composer writes, and sometimes the most difficult to
write: • music for non-professionals, and in many d ifferent
instrumental and choral mediums. It came, of course, out of the
great German tradition of music education of which he was a part.
He was on leave, lecturing at Harvard (Norton lectures?--can't
remember the name of them, but Stravinsky's Poetics of Music were
delivered in the same series) during part of my 3 years at Yale.
His music has been put down by a lot of composers, especially the
now-passe serialists, and I've spent some of the time pointing
out its good points to students at UC.
Ludas Tonal is, among
others, is such a great work! ...
All best wishes,
Emma Lou
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APPENDIX II
Interview with James Darling
at his home in Williamsburg, Virginia
March 19, 1992
ANGELA BRAME:
Yale?

During what years did you study with Hindemith at

JAMES DARLING:
Well, I j·ust actually was a student with
Hindemith for the one year 50-51. What I did was I went through
Yale College first and got a bachelors of music under Luther
Noss.
Then I stayed a fifth year and because I had been a
pianist and. got a bachelors in piano and that was one of
the
years that Hindemith was at Yale.
So I took the Hindemith
courses that he taught and I sang in the Collegium Musicum that
was active in those years. But I was not, I should say, a
specific Hindemith student. These were particularly students who
studied composition or studied analysis per se with him and he
had a special class of students. I say this because every now
and then the rumor comes up or some people at Yale have indicated
that I was one of the Hindemith special students, and this is not
I was a
true.
pianist under Dean Bruce Simonds. I just took
advantage of all the opportunities I could to experience what
Hindemith was teaching.
Of course, even in the years before
that, I had attended the concerts that he gave and things of that
kind, attended other Collegium performances and things.
He gave two courses in general--he gave a.course in the history
of theory and also a course in the two- and three-part writing
books.
I worked through the two-part writing book with Luther
Noss previously, and had done all the exercises. At that time,
the three-part writing book was not in print. So the Hindemith
course on the three-part writing book consisted of enormous
numbers of copied sheets that Hindemith would pass out to the
We would all do the
class (which was quite sizable I'd say).
exercises and then and hand them all back. Whether he actually
graded them or he had a grader I never knew. But in any event,
it's possible that some of the answers that some of us in the
class gave might have experienced (sic.] the three-p rt writing
book when it finally came out in its final form.
A.B.:

What was Hindemith like as a teacher?

J.D.: Oh, he was a
very fascinating p r on,
energetic.
His English was excellent.
He would
quickly.
Hindemith was a very m gnetic p r on--h h
deal of energy and a great deal of enthusi sm for 11
You couldn't help but get inspired by th
music.
ways, particularly if you were in my situation.

ry
y
t
of
ny

I've always heard from those people who were taking composition
from him (that they) found themselves somewhat constrained
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because.. Hindemith taught composition in a very strict fashion-
you had to follow the rules of composition that Hindemith
So as a result, the pieces that his composition
expounded.
students wrote, in many cases, sounded exactly like Hindemith!
This is, of course, following the European tradition, in which
you really do follow a technical system and learn to write in
the system just as many people learn to write in the harmonic
system. Hindemith, after all, was of German background and you
learned music by learning rules and following in the system.
Later you might go on to do something differently. But Hindemith
was pretty strict on his own students. Indeed, some of the most
interesting compositions at Yale were produced not by the
students of Hindemith, but by students of Quincy Porter. He was
another professor of composition and I think he came from the New
England Conservatory to Yale.
His students were permitted to
write in a more liberal style. Some of the music they produced
had more of a mark of originality than some of the more strictly
But of course there were some excellent
Hindemith students.
Hindemith students, like Mel Powell, for example, who has gone on
to make quite a name for himself.
What
A.B.:
his models?

historic composers would Hindemith have considered

realm of music to an extraordinary
the whole
He knew
J.D.:
degree, and I mean literally!
One of his great things he did,
of course, was with the Collegium Musicum. He knew the Medieval,
early Renaissance, and the Renaissance periods to an enormous
extent, and of course he knew everything since then. Obviously a
piece like the Metamorphosis on a theme by Von Weber would show
the influence of von Weber, but there are many early composers
that would have influenced him at one time--you'd really have to
go to a particular piece.
He was very historically oriented;
Mathis de Maler after all contains all sorts of medieval type
themes and references in it. Then, of course, it is depending on
what period you're dealing with because if you're dealing with
the Hindemith of the 20's you have a very different style.
A.B.: Did Hindemith discuss or use his own music in teaching his
class?
J.D.: No, not in
worked, he would
style. They were
were dealing with
class in which he

my courses. But many of the exercise
compose them such that they would
written out and handed out 'n c
no
lines like that. But I w
analyzed his own work .

A.B.:
Did Hindemith readily give approv 1
his students did that pleased him?

or

h

you
h

h n

h

I can't really satisfactorily answer that qu stion. But
J.D.:
I think he was really tough on his students from what many of
them said. My impression of talking with students was that they
felt that they
sometimes felt constrained. Yet he [Hindemith]
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should _learn music as a discipline and that this was an important
part of the education process.
A.B.: What can you tell me about the
connection with the music of Hindemith?

term

Gebrauchsmusik

in

J.D.: Well, that's the famous term used and I think that it is a
rather unfortunate term myself. I think that it is totally faded
from the vocabulary today. Hindemith simply felt that all the
musical instruments ought to have pieces written for them. Of
course, this was one of his aims.
The Trumpet Sonata, the
Trombone Sonata, the Organ Concerto, all of these, many for which
there is little repertory, but Hindemith wrote for them.
some
German musicologist coined the term. But frankly, this was not
purely utilitary music. He was very conscientious and he worked
very, very hard to write music that would be idiomatic for the
instruments.
His system, as it was finally developed--he used
the system himself after all--and once you hear and get familiar
with the system, it sounds totally different from anyone else.
No other composer has really continued to write exclusively in
His style, particularly in the works
the Hindemithian style.
that come after the mid 30's, reflect the style of composition
that he did. But let's just forget that term. He wrote these
pieces and obviously worked hard on them.
Many of them are
they are often extremely
wonderfully crafted pieces and
beautiful--if sometimes both the harmonic and melodic vocabulary
can become a little trying.
But you can say the same thing
about music from other periods, too!
A.B.: What is your
by his colleagues?

perception

of how Hindemith was

regarded

J.D.: Everybody recognized
that Hindemith was an admitted
composer
and
it
was
a
great
bit of luck that he got to
master
recognized
him
as
the
great man that he was.
Yale. Everybody
He was certainly friendly with many of them, particularly with
Luther Noss. The Noss' got wonderfully close with him over
the years and he (Hindemith J was closer to some people than
others. He was certainly closer to Luther Noss than anyone else,
I'd say. But to read Luther Noss' book will give you a better
experience than anything I could say about the things he
succeeded in. Hindemith was a slightly restless person; he w s
always looking for something new to do. Hindemith w
not clo
to too many of the people. He was always v ry bu y nd work
very hard.
A.B.:

How do you think Hindemith was regard d by h

u

nt?

J.D.:
There were always some that
to
h n
others.
Many of us who were "at a
it w
, w
looked at him as a great man. But the gre t thing th t h did
for many of us who weren't close to him was in the Collegium
Musicum. He just felt that nobody in America at that time had
any sense that there was any music before Bach and Handel.
Today, we've had such a tremendous explosion of interest of music
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in the Baroque, Renaissance, and Medieval periods.
And when
Hindemith gave the very first Collegium concert, which r did not
hear but heard a lot about...it was the concert that he did music
that particularly involved the early Medieval music
and the
organum--p eople like Leonin and Perotin ... this (concer t]
absolutely set everybody on their ear because such sounds hadn't
been heard. All sorts of mus�cians came out from New York; the
concert was absolutely revolutionary! There had been beginnings
(of this type of music] before the war in Europe. So Hindemith
really brought something that was virtually unknown in America at
that time. Then he began giving concerts. As I recall, it was
first every year and then every other year--he'd more or less
advance a century or so. So, there was a concert of music of Ars
Nova and then music of the early Renaissance--Dufay and Josquin
people like that. The late Renaissance was the last one that i
actually sang in and had music of Palestrina and the composers of
that period (Lassus, of course).
was
convince Emanual Winternitz I
What he did for these things
•
•
who was the head of musical instruments at the Metropolitan
(Museum] of Art, that a lot of the instruments could be played.
In those days, we didn't have all the knowledge about the
instruments. So Hindemith would go and pick up the viols and the
flutes and the krumhorns and the regals and all the rest of them,
and by "hook or crook" they would make them play!
There was
great enthusiasm. Often the instruments could not be played in
tune or could not be played with anything like the technique that
could be handled today. But this was as exciting a new area as
it would be the latest piece that would have been composed by
There was just
Stravinsky or Bartek or Hindemith himself.
tremendous enthusiasm for the early music that was generated by
these performances. We did a performance in Sprague Hall, and
then I remember Hindemith arranged to take the whole concert to
the Cloisters and the Metropolitan of Art's Medieval Museum up on
the Hudson in northern Manhattan. It was just a great deal of
pleasure and fun and if "so and so" was out of tune, it was fine.
And as I recall it was one of the reed instruments that actually
had a tongue in it that was made to flap. This instrument could
never be played in tune; it may have been the krumhorn. It seems
to me that Pete Wilson, who was the head of the Yale Band-
wonderful musician and a fine clarinet player--we don't know
where he got that lousy krumhorn that he had to use. Hind mith
always made sure there was a solo for it. There would b 1 ught r
in the course of the things; it was by no m n
iou
occasion.
Another thing in the Collegium concert th t h d
music for the audience because he knew th t th
bunch of musicians.
So there would be at 1
t
canons that the audience would sing with th choir nd H nd mith
would get up there and would conduct and if things brok down, so
much the better; but usually it didn't. There was just a great
deal of infectiousness about the man.
Really, the whole
Collegium Music--early music--I think for America, as far as I'm
concerned, really originated from the Hindemith Collegium
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concerts at Yale. It was shortly afterwards that Noah Greenburg
started the New York Pro Musica. From there, its just spread, I
mean to the point that there are very few colleges in the country
now that don't somewhere in the course of the year do concerts of
music
that you would say would come under the early music
classification.
A.B.:
style

What kind of comments
of conducting?

can you tell

me about Hindemith's

J.D.: He was always very dynamic, always very clear in terms
of conducting. He was by no means rigid. He was a much better
orchestral conductor that many people give him credit for.
I
remember a performance of a Bruckner Symphony--I think it was the
third.
The New Haven Symphony Orchestra was not a great
orchestra--lots of students and faculty played there, and there
were some good, really strong individuals. Hindemith molded them
together and, again, it was part of his chemistry to take people
And
and pieces and pull them together to make something go.
nobody in those days played Bruckner very much--I do remember the
Symphony did go on for a long time.
But the orchestra played
with great conviction as they hadn't played for some of the
lesser conductors who had been working with them before.
Hindemith of course had hoped that he would have many more
opportunities to conduct than he actually did. Indeed, he left
Yale under the impression that he might do some more conducting,
but it didn't really work out.
A.B.:

Do you think the Yale years were happy ones for Hindemith?

J.D.: Yes, I do. He had his own house and compared to what he
had been through in Europe...Although he was very busy he had
time to do some composing. He was among colleagues, many of whom
were sympathetic. At the same time he was, after all, a European
and I think he welcomed the opportunity to go back to Zurich. Of
course that's what he did and stayed there until the war
condition cleared up.
There is something, its really a technical point, one that I
experienced directly. When he first came to this country, it was
too late in the year to
get hired on by one of the main
universities like Yale or Harvard. Everybody knew the man, it's
just that they had filled their faculty rolls and th y h d m d
obligations. He ended up for a year at th Univ r ty o Bu·
h
and my organ teacher Robert Noehren, who I tu i d
t
University of Michigan before coming to Y 1 , hp
t
student ( and the best organist around)
nd h
And Hindemith told Bob Noehr n th t h h d w
Hindemith.
this new organ sonata and would Bob Noehr n pl y t "Or h m.
said that they were able to go to some church in Bu
o th t h d
a very old, romantic type of instrument.
This w s th third
What was interesting about
sonata, the sonata on folk tunes.
this, was that Hindemith asked Bob, when they were discussing
registrations and things, to play it in a very romantic manner. I
mean you had your foot on the swell pedal all the time--Hindemith
112

/

constantly wanted the music to be varied.
Only in the final
movement was it played more or less strictly in a what we might
say a Nee-Classical style,because that's an extremely Neo
classical movement. But in both the first and second movements
of the sonata, he wanted many sort of gradations in tone--which
doesn't always work well on the organ--and implies swell shades
and things of that sort. So if anyone was playing that piece,
Robert Noehren always said that you should try to come up with a
registration that would permit a great deal of flexibility in the
tone. The first and second movements you can really do a lot.
The third movement is so straight forward that it doesn't take
much. I am very fond of the piece; I really do think that the
That sonata is not an
second movement is absolutely gorgeous.
ideal sonata to play on the Beckerath in Farmville.
A.B.: Did Hindemith
express it?

have a sense

of humor?

If so, how did he

J.D.: He did have a sense of humor and he enjoyed himself, he
enjoyed living. I remember once I was able to crash a beer party
of the Hindemith students. Actually, it was a trip--he wanted
the students to hear the nuns sing at a convent in Connecticut,
He arranged that the students
and I presume its still there.
could drive up to the convent to hear the very long Gregorian
chants for the most part that are sung on Whit Monday, the Monday
after Whit Sunday.
We all went up and,indeed, the nuns sang
beautifully. I remember it was a very spiritual experience.
These ladies had really learned to sing their chants with a great
deal of elegance. And then there was a picnic and a beer barrel
to be broken and that sort of thing. Hindemith obviously enjoyed
himself fully. He was a German and this was very much in the
German tradition.
Luther Noss tells the wonderful story which we all heard in New
Haven about Hindemith who was out mowing his lawn and one of the
"Grande Dames" of the city came out and tried to hire him as a
gardener because she was so impressed with Hindemith's yard.
Hindemith made some slightly lewd comment: "I think my ladies
always give me something very special on the side."
The lady
from New Haven told her chauffeur to drive on and didn't try to
hire him anymore!
Hindemith had a real sense of humor but he also had very high
standards, too. He wouldn't put up with slovenline
nd thing
like that. He was always under a certain amount of pr
ur .
A.B.:

Was he a cordial person, easy to know?

J.D.: Well yes, he could be. He would nev r h v
known m
personally--enough to know exactly who I was--but h would h ve
undoubtedly known my face because I was around. I never actually
sat down with him for any sort of extended
conversation or
anything like that.
That was something that the Hindemith
students did.
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A.B.:

,,Did you ever meet Mrs. Hindemith?

Yes, and she was always a lovely, lovely lady. And she
J.D.:
made things easier for Paul in many ways. She was an absolutely
charming person and absolutely devoted to the master, I might
say. She was everything that a composer's wife could be. A very
intelligent person, I might add. She was extremely nice.
A.B.: Gertrude's father was the conductor of the Frankfurt Opera
Orchestra. Was she also a musician?
J.D.: I never heard her play or do anything like that. I can't
answer the question. I'm sure that she knew music a lot. As to
what sort of technical abilities she may or may not have had,
I
don't know.
A.B.: What can you tell
artist?

me about Hindemith as a painter or

J.D.: Yes, he did do that, but again I can't comment because
never actually saw.

I

A.B.: Was Hindemith knowledgeable in other areas besides music?
Did he have any "extra-musical" activities?
J.D.:
One of the things that he was always reputed to be was
very knowledgeable about the train system of the country.
He
loved trains and the story--which I never heard but which I have
no reason to doubt--was that Hindemith always had the national
time table for all the trains all over the country. And in those
days when rail travel was much more prevalent, many people would
go to Hindemith because they could get more information there
than they could from the local train station!
I've also heard
that he had a quite sizable model train layout in his basement.
But again I never actually saw it, but that was certainly one of
the stories.
A.B.:

Do you know if Hindemith was a religious person?

J.D.: I believe the answer is yes. (pauses) I know that the
answer would be yes even stronger in Gertrude's case. They were
Roman Catholics and
they used to go to the Catholic ch p 1 t
St. Thomas'. we took some of the Collegium Musicum nd
ng t
the chapel--it was the Sunday after Easter, som thing l'k th t,
I haven't thought about that in a long time. But
w
born nd
raised an Episcopalian. The singing in the t. Thom
ho
w
run by Helen and Howard Boatright.
Again, I did n
n
that directly.
A.B.:

What did Hindemith look like?

J.D.: You've seen the wonderful bald head; everybody knows the
bald head!
He was a fairly short man actually. He wasn't thin
but he wasn't fat either. As I've said , energy always; he just
had a great deal of energy and he could keep going for a long
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Whether it was nervous energy, physical energy or a
time.
combination of both I can't tell you. But he was very infectious
and there was no question that he worked terribly hard.
A. B.: Did your contact with
Hindemith ever include organ
performance or literature discussion?
J.D.:
No, I was not an organist at Yale. I was a pianist
exclusively. Although I had played some of his piano music--the
second sonata, the duet sonata, things like that, I did not study
it at Yale.

A.B.:

Do you play or have you performed the three Sonatas?

J.D.: I have not done the second. I have done the first and the
third which is surprising.
I've always been saying that I'm
going to get to the second because I quite like the piece.
I
just never have. There's no particular reason why not.

A.B.:

What do you consider their strengths or weaknesses?

J.D.:
Well,
the
three
Sonatas are
totally
different
pieces. The first is big, long and in some ways I think perhaps
the finest of the three. It's even the most moving music. I think
the last movement is absolutely glorious. And of course the very
brilliant Fantasie. It's certainly the biggest and perhaps the
best known.
The third sonata is absolutely, utterly charming
and, I said before, I think the second movement is absolutely
beautiful. I think the first movement takes an awful lot of very
careful registration. I remember when I played it, depending on
the organ, I have done lots of stops in and out and things like
that to make the crescendos and decrescendos.
The second sonata is the most Nee-Classical of the sonatas and
it is the least emotional I think.
It is very beautifully
constructed, very carefully done and that does work very well. I
think it could be played on an organ without
swell boxes.
Neither the first nor third could. I think it is the most Neo
classical of the three works.
A.B.: How do you
by Hindemith?

think

they compare to

other works

you know

they
are
quite
beautiful. I think
J.D.: I think
craftsmanship is very, very great. Another thing I h v
play a bunch of the pieces from the Ludas Ton lis-- numb
those fugues work beautifully on the org n.
Ev n th
recitative and the upside-down, backwards v r ion th t
can be played on the organ I think with gre t ff ct'v n
as the Well-Tempered Clavier can be played on th org n.
to to restrict Ludas Tonalis only to piano performance is perh ps
a mistake. And certainly, you don't have to play the whole thing
at one time.
Now, there are some which don't work, I would be
the first to say, on the organ. But there are some very beautiful
sections in that piece [Ludas Tonalis] that you can find and with
115

a little imagination on the organ and minimum use of the pedal-
you don't want to get bogged down in 16-foot pedal--it will work
very well. Now, that's just my idea; that's Darlingism!
A.B.: Have you performed,
concerti for organ?

or are

you

familiar with

the two

J.D.: I have heard recordings. But I don't think that the
I just think they
concertos are as exciting as the sonatas.
tend to be a little bit bland.
A.B.: Do
skills?

you

know

anything

about

Hindemith's keyboard

J.D.: No, I can't recall that he used the piano very much in
his class; the piano was there. But in contrast to Quincy Porter,
and particularly with Dean Bruce Simonds--every one of his
lectures was virtually a piano recital; he had incredible
repertory!
Hindemith's was much more talking and the use of the
piano was quite incidental. He may have used it more with the
individual students in that relationship. Certainly in the large
classes, I don't remember the piano as being overly prominent.
A.B.:

Do you know if Hindemith ever tried to play the organ?

J.D.:

I don't think he did.

A.B.:
Did Hindemith ever
talk of Germany
forces which caused him to leave?

or the political

J.D.:
I'm sure that he did a little bit, with people like the
Noss' who got to know him very well, but certainly not with
students.
A.B.: Do you think Hindemith was saddened by what was happening
in Germany?
J.D.: Well, I think he was to a certain extent. I mean, there
was a lot of German bashing going on. Undoubtedly, we were in a
very tough war and dealing with a man who was obviously a maniac.
Hindemith was very fortunate to have escaped when he did. At the
same time, I would have been just barely 21. I just miss d th
war as far as the draft business was concerned.
I w
v ry
fortunate that I missed any military service. W
11 w tch d th
war every day and I'm sure Hindemith did too b
u
h kn w o
much of the territory personally.
A.B.:

Do you think that Hindemith was bitter tow rd

G �m ny?

J.D.: I can't comment on it because I was never xperi ncing it
first hand. I cannot conceive how he couldn't have been very
unhappy at the things that went on. He was very fortunate to get
out when he did. People like Hugo Distler, people who did not
get out. Distler of course took the extreme remedy by committing
suicide rather than serve in the German army. But Hindemith was
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able t� get out; he had enough contacts here so he came through
it as well as he could. And I think that was one of the reasons
he may well have wanted to go back--at least to Switzerland after
the war--because of the opportunity to revive the musical
traditions for which Germany and much of Europe had long stood
for.
A.B.:
Is there
anything
that you
haven't covered in my questions?

want to add

that

I

J.D.:
(laughs) No, I don't think that there is! I can remember
his public lectures. I can remember his lecture he gave in
Sprague Auditorium on A Composer's World--a wonderful book and
just as vital today as it was then--and his discussing the
process of creation; how the basic idea would often come in a
flash of light or a moment of inspiration. And then comes the
just plain hard work of getting the inspiration down on paper.
For Hindemith, it was not as easy as Mozart.
Mozart would
conceive the whole thing and then he would just be able to write
For a lot of Hindemith's compositions,
it out very quickly.
there is a great deal of perspiration that goes along with it.
Sprague Auditorium is one of the wonderful small concert halls in
the world--it seats around 350 or so--and
it has incomparable
acoustics.
When Hindemith chose to give this lecture, he had
written A Composer's World on one of his years off. He came back
that year, and the place was absolutely packed. It was perhaps
the best opportunity that I ever had
of having a significant
composer describe the process of what creativity really amounts
to . It was really very interesting. Hindemith's music is very
intellectual and it was an absorbing experience that I remember.
A.B.: I've read in more than one book that there is no emotion
in Hindemith's music, that it is all cerebral. What do you think
of that?
J.D.:
Well, I think that there are certainly some cerebral
pieces that Hindemith wrote and he's often criticized for this.
But I also know some rather cerebral pieces by people like Bach,
Beethoven and Mozart when you come right down to it. His music
is very polyphonic and is often not as overtly passionate as the
music of Tchaikovsky.
A lot of these people who make such
dogmatic statements have a "slam bang" type of appro ch to it.
Hindemith doesn't write that way. So I think to m
p' c 1 k
Mathis der Maler--if that can't move you th n nothin
n!
On
h t y
the other hand, there are certainly some pi
get as excited about.
But this didn't m k
difference to Hindemith, he was writing mu ic
the sounds the way he felt they ought to b .
that there can be some very poor interpretations o II'nd m'th, s
can be done any other composer, and if you tre t it only in a
very cerebral fashion, a very dry method of performance, you can
miss a great deal of what is intrinsically there. So you have to
There are just
take each piece and work it out on its merits.
some wonderful lines that go along in many of his pieces.
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